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FOREWORD. 

'"rO write a general history of military music, one 
1 embracing a continuous and coherent account of 
its progress, is no easy task; for the simple reason 
that its development has not been general, but has pro- 
ceeded on different lines in different countries. 

The growing interest in the subject manifested 
in Britain during recent years is perhaps not the 
least encouraging feature noticeable in connection with 
the spread of general culture, the best wind-band com- 
binations now attracting vast audiences on concert 
platforms formerly considered the exclusive monopoly 
of the grand orchestra. 

There is on all sides, an acquaintance with music, 
vocal or instrumental ; and whilst much of this may 
be of only an elementary character, there is, and that 
more widely diffused than is perhaps generally known, 
a very high standard of musical culture indeed abroad. 
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During the past half-century, literature in all other 
branches of musical art has grown enormously and is 
still being poured out at a bewildering rate — yet works 
treating of military music, of its history, or of its 
theory, are conspicuously rare, and may be counted 
almost on the fingers of one hand. 

True, the existing traces of its beginnings and de- 
velopment are meagre, and even what is to be gleaned 
on the subject is exceedingly difficult of access. The 
reader need only note the authorities cited in the 
present volume — all rare, or comparatively rare, works 
— in order to satisfy himself that the story of military 
music is only to be found strewn about among the pages 
of history in what might appear to be a loose and hap- 
hazard manner. 

One has to seek among the highways and by-ways 
pf literature for data ; memoirs and autobiography, offi- 
cial documents and anecdote, annals and records of all 
kinds, doings in themselves entirely unconnected with 
the subject of music, but yet furnishing some trace, 
some tiny fragment of information, helpful to the 
author. His materials are scattered over several cen- 
turies; involving much painstaking research, much 
diving into dusty and almost forgotten corners, much 
wading through ponderous tomes, which in the end 
yield perhaps one scant paragraph of any practical use 
to the inquirer, nay, sometimes even rewarding him 
with nothing for his pains. 

The representative military band of the present day 
has reached a high state of executive excellence; its 
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constitution, already rich, is ever expanding; while its 
repertory, with certain slight reservations, knows no 
boundaries. 

France has always taken the lead in military music. 
Its archives furnish many important documents bearing 
on schemes for the art's betterment, in which we find 
associated all the principal musical names of the day. 
This year (191 2) France is promoting a grand inter- 
national contest for bands. Large prizes are offered, 
one for £500, and it is confidently hoped that all the 
nations will send representatives. 

Austria and Germany boast some really fine bands, 
although — and this particularly is the case in the 
latter country — one feels that artistic considerations 
often yield to those utilitarian. 

Much attention has been devoted to wind band music 
in Italy — the service combinations being rarely below 
fifty in numbers, including the fanfare. The Italian 
cavalry has no music. All the large cities boast very 
fine organisations of seventy to eighty musicians, 
which, while they are under municipal control, enjoy 
wide European fame. 

The Continent is now so easy of access and inter- 
national exhibitions so frequent, undertakings in which 
good open-air music occupies so important and con- 
spicuous a place as to necessitate usually a special 
bureau of management all to itself, that we are now 
more or less familiar with most of the bands of Euro- 
pean reputation. 

But the Western hemisphere has not been inactive. 
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For although new or comparatively new countries do 
not, by reason of their want of leisured classes, culti- 
vate art in anything like the same- degree as do the 
nations of older civilisation, yet we find on the Ameri- 
can continent several really capital wind instrumental 
combinations. 

America itself has at least half-a-dozen good bands; 
mostly proprietary. Among government organisations 
the band of the Washington Marines, under Mr. Santle- 
mann, stands easily foremost. Mexico, too, has a very 
fine band in that of its Artillery stationed at Mexico 
city. They are seventy-five strong, the instrumentation 
being on the French model, and embracing the entire 
family of saxophones. They play an up-to-date reper- 
toire and give capital renderings of such writers as 
Puccini and Saint-Saens. 

Another very interesting body of performers is the 
band of the Filipino Scouts, fifty strong. They play 
entirely from memory, thus limiting the extent of their 
repertory, but, having regard to the conditions under 
which musical studies must be pursued in their coun-* 
try, the finished manner in which these little fellows 
render their fairly diversified programmes is little 
short of amazing. They show a decided predilection 
for ornate music, which is, I suppose, only natural to 
players who have to commit to memory. 

Owing to a variety of causes military band music has 
increased enormously in popular favour in the British 
Isles during the past twenty years. 

The advent of the annual exhibition, the popularity 
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of the sea-side holiday, Sunday concerts — winter and 
summer — playing in the public parks — all have con- 
tributed to render wind band music indispensable : 
whilst no gala, flower-show, cricket match, or even 
race meeting is considered quite complete without 
its band. 

A marked advance, too, is to be noticed in the 
programmes now performed. France and Ger- 
many have long included in their open-air band 
performances excerpts from the best masters, from 
works of that class which merits, and is distinguished 
by, the term classical; but it is only of comparatively 
recent years that any great strides in this direction are 
found in Britsh bands, such improvements, or attempt 
at improvement, being often made only with great 
diffidence, and this for a very odd reason, the fear of 
incurring the censure of those who, if they do not alto- 
gether disapprove of military bands, at any rate dis- 
courage all serious work by those organisations and 
view such efforts with an amused and superior air — as 
one might Bach on an harmonium or Wagner on a 
tin-whistle. 

And here we may note that there has of late sprung 
up a school of reactionnaires who raise their voice— at 
times a pretty harsh, loud and offensive voice, too — 
against what they are pleased to term the pretensions 
of the military conductor. They deplore the perform- 
ance by military bands of the best musical works, the 
maltreatment of the most noble productions of art. 
" Where is the rush of the violins ?" " I miss the sweep 
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of the strings" are examples of their slang. They 
would prohibit the military band altogether, to them 
it is sacrilege, the conductor anathema, they rend their 
garments and go in sackcloth because of his iniquities. 
In short, they would relegate the military musician to 
his original and proper place, playing marches at the 
head of his regiment; or at best to attendance at country 
fairs, where his artistic depredations should be restricted 
to the Coote and Tinney polka and quadrille nicely out 
of tune. 

With the very best desire to be agreeable and accom- 
modating, we venture to believe that the military band 
is capable of much higher things. It seems nothing 
short of disgraceful that such views as those referred 
to should in this progressive age gain admission to the 
columns of the public press. 

A really good assortment of wind instruments, per- 
fectly intoned, the proportions being just and nicely 
balanced, and giving an artistic and intelligible ren- 
dering of a good work, is, to the discerning auditor, 
such as is to be found by the thousand at a summer 
evening performance in Hyde Park, much to be pre- 
ferred to a poor rendering of the same or a similar 
work by a second-rate organist or inferior orchestra, 
whose piteous plea is that theirs is "the instrument for 
which the composer designed his work," wretched and 
commonplace though the rendition be. 

In spite of all ill-natured abuse and invective; in 
despite even of ridicule, responsible and educated mili- 
tary musicians are not likely to be deterred or in any 
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way influenced by the diatribist. They will be guided 
solely by consideration for the dignity of their art ; for 
the steady and certain advance of the peculiar branch 
which they have made their own ; modestly, yet firmly, 
believing that it is with them either to ennoble or to de- 
grade that branch, and that by setting themselves 
lofty ideals and by the earnest pursuit of only the 
nighest aims, they may contribute to real progress, as 
well as to the diffusion of the joys of music among the 
people; having special and solicitous regard too, for 
that vast majority of the people who And little or no 
opportunity of hearing the best orchestras. 

Music — so frequently likened to medicine — should 
always be of the best. Bad drugs, 'tis said, only aggra- 
vate an ailment and are worse than none at all. So 
with music. If the carping critic would effect reforms in 
military band programmes, would place limitations 
on our possibilities for evil, then we say : " Very well, 
delete the bad, excise the musical slang and have only 
good music." Do not force us to " deck the lovely mes- 
senger of peace" in cap and bells, in rouge, powder 
and pompons. 

It is recorded that during the "hundred days" 
Napoleon created Cherubini a Chevalier of the Legion 
d'Honneur — as leader of the band of the 'National 
Guards of Paris. At a lecture delivered quite recently 
at the Royal United Service Institute it was suggested 
that by certain reductions in the numbers of our army 
bands a saving of 7,000 men might be effected! 
Another type of the reactionary. 
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It is interesting and gratifying to know that the im- 
portance of military music as a factor in the nation's 
existence, as a contributory element to its joys — and 
sometimes to its sorrows — is not wholly lost sight of 
in Britain. 

Measures have at different times been adopted to 
encourage original composition for military bands. 
In 1872 the Alhambra management offered a prize of 
£200 for the best fantasia. The committee of adjudi- 
cators, presided over by Sir Arthur Sullivan, declared 
M. van Herzeele, a Belgian, the winner. 

During recent years considerable impetus has been 
given to progress in the same direction by the action 
of the Worshipful Company of Musicians, who, for the 
coronation of the late King Edward, and again for that 
of His present Majesty, offered substantial prizes for 
the best coronation march ; and stipulated, among other 
conditions, that the competing works should be scored 
for a military band. 

Again, in 1909, this same company offered five prizes 
for original military band compositions moulded in 
the higher forms, an offer which had the very gratify- 
ing result of attracting the attention of several native 
musicians of note, thus promoting and stimulating pro- 
duction. 

Furthermore, it presents annually a medal to the 
best all-round student of the two representative train- 
ing schools for military music, the Royal Military 
School at Kneller Hall and the Royal Naval School 
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at Eastney; thus placing these service institutions on 
an equal footing, as regards recognition by the ancient 
guild, with the great civil schools, the R.A.M., R.C.M. 
and G.S.M. 

At Kneller Hall composition is encouraged by 
the offer yearly of a prize for the best original 
work in the form of an overture, and here it is 
significant to note that the competitors sometimes 
exhibit an acquaintance with such advanced classic 
models as those represented by Brahms. (Mention is 
made of this latter fact merely as indicating the spirit 
of inquiry abroad among these young musicians.) 

The Royal Naval School of Music is a particularly 
important institution, over four hundred students being 
under daily instruction. It supplies the entire navy 
with musicians — a truly gigantic undertaking — it3 
obligations differing considerably thereby from those 
of the sister institution at Kneller Hall. 

Mr. Farmer has already many claims to the gratitude 
of musicians by his very interesting work on the Royal 
Artillery Band, and this latest contribution to military 
musical history can only increase these claims and en- 
hance his reputation as an industrious and intelligent 
writer on that subject. 

Any light thrown on the very, obscure history of 
military music can but prove acceptable to the musi- 
cally curious, and the present volume will not be least 
welcome to those who, like myself, have, as students, 
so frequently deplored the paucity of works treating 
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of military music; who have had at times to plod 
laboriously through whole volumes in order to verify 
some short but important statement on which the mind 
lingered in doubt. 

A. WILLIAMS. 

LONDON, January, igi2. 



PREFACE. 

" A history of British military music is much needed."—" 
"Musical Times" (1897). 

" The subject of military music .... has been strangely 
neglected in Germany and England." — W. Barclay Squire in 
Grove's " Dictionary." 

"It is a curious fact that .... little or no attention is 
given to military bands, either in ... . musical dictionaries or 
encyclopaedias." — Robert A. Mark in " Music and Musicians." 

" While historians revelled in descriptions of the grandeur 
of ecclesiastical compositions, of the music of the princely 
palaces or the royal playhouses, the music of the people has 
been passed over with almost contemptuous indifference .... 
as if they were .... ashamed to mention the poor cousin who 
found inspiration in the open air, or ' went a-soldiering.' " — 
J, A. Kappey in "Military Music." 



THESE few extracts, serving in the van, as it 
were, may show how real is the complaint of 
musical littirateurs, that England, the land of 
such great military fame, should have no history of its 
military music. Not long ago, a well-known authority 
on military bands in America, Major F. A. Mahan, 
contributed a series of articles on " Military Band His- 
tory and Organisation" to the "Military Service 
Journal " (U.S.A.), in which he apologised for so many 
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references to French bands, explaining that France 
was the only country that possessed any literature on 
the subject. His survey, which even made reference 
to Austria and Germany, ignored England entirely- 

To a certain extent his remarks were correct, although 
it seems strange that Major Mahan had not heard of 
the present author's "Memoirs of the Royal Artillery 
Band : An Account of the Rise of Military Music in 
England" (1904), a work that had even been reviewed 
in American papers, and much of it reproduced (with- 
out permission) in the pages of the " Metronome." 

However, as I have remarked, Major Mahan had real 
cause for his complaint. Take Engel's " Literature of 
National Music " ; the only works he mentions, relative 
to our subject, are Kastner's "Manuel G6n6ral de la 
Musique Militaire" (1848) and his "Chants de l'Arm£e 
Francais" (1855). Matthew, in his "Literature of 
Music," refers only to the first book of Kastner and 
Day's " Catalogue of Instruments at the Royal Military 
Exhibition." Grove's "Dictionary" enumerates the 
foregoing and adds Perrin's brochure on "Military 
Bands" (1863), and the present author's "Memoirs of 
the Royal Artillery Band" (1904), which is referred to 
as "an excellent book of its kind." In Breitkopf and 
Hartel's "International Anthology of Musical Books," 
the last-named work alone is mentioned. There is no 
need therefore to apologise for the appearance of 
the present work, which, with the author's earlier 
book, are the only works on this subject in the 
English language. 
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For special information concerning military band in- 
strumentation and arrangement in England, the fol- 
lowing works may be consulted : J. Clarke's " Cata- 
logue of Wind Instruments" (185-), R. Porteous's 
"Bandmasters' Atlas" (1854), Mandel's "Textbook on 
the Instrumentation of Military Bands" (about i860), 
and his "System of Music" (1863), Tamplini's "The 
Bandsman," Palgrave Simpson's " Bandmaster's Guide " 
and Griffiths's "The Military Band." 

The history and organisation of French bands may 
be found in Kastner's two books already mentioned, 
Neukomm's "Histoire de la Musique Militaire" (1889), 
Perrin's "Military Bands" (1863), Oscar Commetant's 
"La Musique de la Garde Republicaine " (1894), and 
the "Journal Special de Musique Militaire," a periodi- 
cal founded as far back as 1864. N 

Wieprecht's reorganisation of Prussian bands is to 
be seen in Kalkbrenner's "Wilhelm Wieprecht: sein 
Leben und Werken" (1882). The same author's "Die 
Organisation der Militairmusikchore aller Lander" 
(1884) gives valuable information concerning the 
organization of the world's military bands. 

Wind instruments and their development may be 
consulted in Kappey's " Military Music," Rose's " Talks 
with Bandsmen," Day's "Catalogue of Instruments" 
(1891), Engel's "Musical Instruments of all Countries" 
(1869) and his "Descriptive Catalogue of Musical 
Instruments," Mendel's "Lexikon" and Grove's "Dic- 
tionary." 

Historical records of several of our "staff" bands 
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are contained in Marr's "Music and Musicians" (1887) 
and his "Music for the People" (1889), and also in 
"The Regiment" for 1907 by the present author. 

A chronicle of military band news, besides numerous 
articles on military music, biographies of well-known 
bandmasters and instrumentalists, may be found in the 
following journals: "British Bandsman," "British 
Musician," "Orchestral Times," Boosey's "Military 
Journal," Hawkes's "Musical Progress" and Besson's 
Journal." 

H. GEORGE FARMER. 
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MILITARY MUSIC AND ITS 
STORY. 

CHAPTER I. 

EARLY ENGLAND. 

(The sound) of trumpet and of drum, 

That makes the warrior's stomach come; 

Whose noise whets valour sharp, like beer 

By thunder turned to vinegar; 

(For if you hear a trumpet sound or drum beat 

Who has not a month's mind to combat?) 

— Butler's " Hudibras." 

OUR pagan forefathers knew nothing of these 
wonderful things in "Hudibras." The learned 
J. F. Rowbotham has shown us how, in the dim 
ages of the past, long before civilization's dawn, primi- 
tive man marvelled at the sound of the drum, and 
concluded it to be the voice of a spirit. In the process 
of time a regular cult grew, and the drum became a 
particular object of worship. Like the ark of the 
Hebrews, it was taken into battle "' to give victory over 

enemies," and the warrior had but to rub it on his 

1 2 
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thighs, and he was immediately endowed with irre- 
sistible strength, whilst the voice of the god or spirit 
was found most efficacious in creating fear and dismay 
in his enemies. 

At a later stage of development, the horn arrives, 
and man finds its frightening power far more potent 
than his fetish, the drum. Martial music becomes a 
separate function, and the horn its first exponent, by 
virtue of its special value in "scaring the foe." 1 

The horn, then, is the prototype of our modern mili- 
tary trumpet. It frequently occurs in Greek art, where 
it serves to distinguish the barbarians from the Greeks 
who used the trumpet, and is mentioned by both Greek 
and Latin poets in their accounts of primitive wars. 

When it was that the Greeks adopted the trumpet 
is not quite certain. That Homer was acquainted with 
this rare contrivance we may safely conjecture, 
although he never refers to it in his heroic battle scenes, 
except as a simile. But, of course, trumpets were in 
use ages before this by the Egyptians, a nation far 
advanced in a civilization which surpassed anything 
the ancient world ever arrived at. With the Egyptians 
military music had an important place, their chief in- 
struments being the trumpet and drum, which, sdys 
Sir J. Gardner Wilkinson, 2 were common about the six- 
teenth century before our era. Both of these instru- 
ments were utilized to regulate and enliven the march, 

' Rowbotham, " History of Music," 1885. 
•Wilkinson, "The Ancient Egyptians," 1833. 
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but signals appear to have been given upon the trumpet 
alone. In the many representations of their battles, 
we find that the trumpeter's post is generally at the 
head of his corps, and the drummer, when playing on 
the march, may be seen stationed in the centre of the 
column, or near the standard bearers. The trumpet 
and drum also combined in forming a band, when they 
marched in the van; and curiously enough there is a 
representation of some troops defiling past, with the 
band drawn upon one side, as is the custom in modern 
armies. 

Returning to the Greeks, we find that the drum did 
not find favour with them for military purposes, the 
flute being their special marching instrument. For 
although they used the trumpet for signalling, and 
iElian tells us that one was appointed to each com- 
pany, they considered its tone too inspiring and likely ^ 
to make the soldiers impetuous, whilst the soothing 
tones of the flute during the march and exercises kept 
the'trobps cool and hrm. a 

The Hebrews seemed to have relied specially upon 
the trumpet in their wars. There is a reference to it 
in that part of the so-called Mosaic ordinances, which 
is known as the " priests' code," collated about the fifth 
century before our era. The passage is — "And if ye 
go to war in your land against the enemy that 
oppresseth you, then ye shall blow an alarm with the 
trumpets, etc." 

' "Tactics of Mlian" (translated by Bingham, 1616). 
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The Romans, a race of fighting men, regarded^ mili- 
tary music as seriously as any other branch of the_art. 
They~had quite a host of warlike instruments, the most 
important of which were the tuba, or straight trumpet, 
the buccina, or curved trumpet, the lituus, or small 
trumpet, and the cornu, or horn. The performers on 
these instruments were called ^Eneatores. Every troop 
of horse and every maniple, if not every century of foot, 
had either a trumpet or horn, or both. They were em- 
ployed for signals of every description in war. The 
Etuus~ appears" "to have" been the cavalry trumpet, and 
,the buccina was used to direct the movements of troops 
detached from camp. These instruments may have 
been used for marching music, at least ^Eneatores 
march in front of the army on the Column of Antonius 
and the Arch of Constantine. 4 

Now that we come to our own islands, we have to 
turn back the pages of history, for when the legions 
of that great civilization — the Roman Empire — came 
to these shores, they found themselves confronted by 
a race similar to the Gauls, whom they designated 
"barbarians." The Britons were a very warlike race, 
but indifferently skilled in arms, and made very little 
impression on the disciplined army of Rome. We are 
told that they began their attacks with taunting songs 
and deafening howls, accompanied by the blowing of 
a great number of Jbaxas and trumpets, which, says 
Polybius, quite terrified the invaders. Several instru- 



'Guhl and Koner, "Life of the Greeks and Romans," 1877. 
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ments of this class have been found in Ireland, a 
country rich in Celtic antiquities, and considered by 
many writers to be Celtic. 5 They are preserved at the 
Royal Irish Academy at Dublin, and are of consider- 
able size, having the embouchure at the side, like the 
Ashantee war-horns in the British Museum. 

It was the custom in those remote times to enter 
battle with a war-song. The Britons would shout 
their "Armed Confederacy of Britain," just as the 
Saxons did their "Song of Odin." 6 The so-called 
Welsh martial music of to-day no doubt breathes the 
same spirit as that of the ancient Britons. As Sir J. G. 
Ouseley has said : " Probably no race of men has pre- 
served so much, unaltered, from the great storehouse 
of the past as these Cambro-Britons ; and it is, there- 
fore, not unreasonable to conclude that in their oldest 
tunes we may have the remains of what was anciently 
the music of this country long before the Roman 
invasion under Julius Caesar." 7 

It was the marches — "The Men of Harlech," "Cap- 
tain Morgan's March" and "Come to Battle," that led 
Dr. Crotch to say that the military music of the Welsh 
was "superior to that of any other nation." 8 

The martial music of the Saxons and Danes seems 
to have been much upon the same plan as that of the 

" Wakeman, " Irish Antiquities," 1842. 

'Meyrick, "Ancient Armour." 

'Naumann, "History of Music." 

"Crotch, "Specimens of Various Styles of Music," etc. 
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Britons. The, horn was the chief warlike instrument 
of the Saxon. The reference to it in the poem, 
"Beowulf," is sufficient evidence of its use in the fifth 
century. 

They away hurried bitter and angry 

The instant they heard the war-horn sing. 

It is also mentioned in later Anglo-Saxon glossaries, 
so that we may come to the conclusion that although 
Tacitus tells us that they marched to battle to the 
sound of their own voices, yet they were collected in 
the first instance by the sound of the horn. There is 
a drawing in the MS. of Prudentius which seems to 
represent a sort of military dance or sham fight, two 
warriors being engaged in combat to the music of the 
horn. 9 " Besides the horn," says Strutt, " they had a 
trumpet," an example of which he shows from an old 
manuscript, and on the side of it is written — "When 
the trumpet ceases to sound, the sword is returned to 
the scabbard." 10 We may take this as the climax to 
Kipling's line : 

Blow the bugle, draw the sword. 

—"Ford o'Cabul River." 

With the Danes, also, the call to arms was by th e 

sound of the tr umpet or horn . The ancient ballad, 

~" Hardyknute," 1 refers to the horn that "ne'er sounds 

•Strutt, "Sports and Pastimes," 1833. 

"Strutt, "Manners and Customs, etc., of England," 1775. 

' Percy, " Relics of Ancient Poetry." 
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in peace," and in the " History of Charles and Grymer, 
Swedish Kings," we find : " All instantly fly to arms, 
and everyone prepares himself for battle; the trumpet 
sounds, and each warrior is accoutred." Grose says 
that several trumpets have been found in England, 
generally supposed to have been Danish. He gives 
an illustration of one over five feet in length. 2 

When William the Conqueror sailed from the Dive 
for the Sussex shores, his ships "resounded with 
music." 3 The army was accompanied by "minstrels," 
one of whom named Taillefer, having begged leave to 
lead the van, advanced to battle, singing the " Song of 
Roland," the Normans repeating the burden of the 
song, with shouts of "Dieu Aide!" And Taillefer 
was not simply a bard, but a valiant soldier. The sort 
of hero that Thomas Hood had in mind : 

Methinks I see the bounding bard 
Clad like his chief in steely garb. 

—"Decline of Chivalry." 

He began the onset by slaying a Saxon standard 
bearer. Another likewise went down before his mighty 
sword. But a third overpowered him, and Taillefer 
left his song unfinished. In the poetical narratives of 
the battle of Hastings there are frequent allusions to 
boisines 4 and horns, especially in "Roman de Rou." 
The name of "minstrel" came with the Normans, 

'Grose, "Military Antiquities," 1801. 

' Freeman, " History of the Norman Conquest," 1869. 

'The boisine (from buccina) was a large, crooked trumpet. 
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and was the designation given to all who practised 
the musical profession. The king and nobility had 
their minstrels, and among them a certain number of 
trumpeters. Indeed, the trumpet, says Kappey, 8 with 
its bright and incisive tone, was "annexed" exclu- 
sively for the use of kings and nobles. Trumpeters 
had the rank of officers, wore the feather of nobility 
in their caps, and were provided with horses and 
grooms. They acted as heralds, and were required to 
play brilliant tunes, which we know to-day as 
" flourishes " or " fanfares," for special occasions. 

When the king and nobles took to the field in time 
of war, they were accompanied by their trumpeters, 
upon whom they depended for the direction of military 
movements and the enlivenment of the camp and 
march, for under the feudal array, and even under 
the mercenary system prior to the Crusades, trumpeters 
or other musicians were never definitely attached to 
bodies of troops. That music played an important 
part in the martial display of these times may be 
gathered from an incident at the siege of Rochester in 
1088 under William I. When Bishop Eudes was 
forced to surrender, he obtained the king's permission 
to quit the city with all arms and horses. Not satis- 
fied with this, he further endeavoured to seek the 
favour, that the king's military music should not sound 
their triumphant " fanfares " during the capitulation. 
But William angrily refused, saying that he would not 

"Kappey, "Military Music." 
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make the concession for a thousand gold marks. So, 
when the rebellious Normans marched out of Rochester, 
they did so with colours lowered, and to the sound of 
the king's trumpets. 

In the public expenditures made in the fifth year of 
Edward I (1276) there is payment to one named 
Robert, styled " King of the Minstrels," being chief of 
them, apparently, for military service, 6 and in 1292, 
there is a Randolph, the king's trumpeter, who had 
also held a similar post under Henry III. In 13 10, a 
charge is made, for Janino la Chevretter (bagpiper), 
Roger the Trumpeter, and Janino le Nakerer (kettle- 
drummer), all of them King's Minstrels, who are paid 
sixty shillings. The Minstrels of Edward III com- 
prised five trumpeters, two clarions (small trumpets), 
five pipers, three waits (a kind of oboe) and four 
others, 7 who held their appointments for life "by 
letters patent," each being paid sevenpence halfpenny 
daily, besides other rewards, such as in 1359, when 
forty pounds were given to the king's herald and his 
companions the minstrels for attending the tournament 
at Smithfield. 8 King Henry V had seventeen minstrels 
at court, ten of whom were trumpeters. They accom- 
panied him " with all his martial train " to France, and 
the part they played in England's glorious victories at 



' Scott, " History of the British Army," 1868. 

'Hawkins, "History of Music," 1776. 

• " Brantingham Roll," 1370. 

3 
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Crecy and Agincourt was not forgotten by the 
chroniclers. 

Horns and trumpets were the only instruments of 
martial music, until the Crusaders returned with newer 
and better ideas from the East. Richard of Devizes 
tells us how, when Richard " Cceur de Lion" harangued 
his soldiers at Messina, he directed that "every man, 
according to military discipline, be disposed in line in 
exact array, and on the third day, at the sound of the 
horn, let them follow me." Thus it is clear that the 
horn was a signalling instrument, yet we are told that 
the troops were led to battle by the trumpet. The same 
chronicler says : " The King of England proceeds in 
arms; the terrible standard of the dragon is borne in 
front unfurled, while behind the king the sound oi 
the trumpet excites thejarmy."' 

With regard to signals by horn or trumpet, it 
appears that no distinct calls were sounded, but were 
dependent for their significance on orders previously 
issued, 10 as we find in the chronicle of Geoffrey de 
Vinsauf (concerning the Crusade of Richard I) : " It 
had been resolved by common consent that the sound- 
ing of six trumpets in three different parts of the army 
should be a signal for a charge, etc." 1 This might be 
noted in connection with Mr. W. Barclay Squire's state- 
ment (Grove's " Dictionary "), that it is in the thirteenth 



' Bohn's " Chronicles of the Crusades." 

"Fortescue, "History of the British Army." 

"Bohn's "Chronicles of the Crusades." 
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century that we first find undoubted evidence of the 
sounding of trumpets in a field of battle a s a signal 
for attack ! There is another interesting item in the 
same chronicle, that is worth while quoting, as it points 
to what may be taken for a fanfare of trumpets in 
harmony. The account reads : " Meanwhile the trum- 
pets blew, and their sounds being harmoniously 
blended, there arose a kind of discordant concord of 
notes, whilst the sameness of the sounds being con- 
tinued, the one followed the other in mutual succes- 
sion, and the notes which had been lowered were again 
resounded." 2 



' Bohn's " Chronicles of the Crusades." 



CHAPTER II. 

REVIVAL OF THE MILITARY ART. 

MILITARY music did not assume any definite 
shape until the time of the Crusades. When 
the soldiers of the Cross came Irf contact with 
the Saracens, they found a civilization vastly superior 
to their own ; and that great intellectual ferment which 
succeeded those terrible religious convulsions, leading 
to the revival of learning in Europe, had its roots in 
Saracenic culture. Even the renaissance of the mili- 
tary art was born of the Crusades. One factor at least 
— the military band, which was no doubt copied from 
the Saracens, 3 will claim attention here. The Hon. 
J. W. Fortescue tells us 4 that in the Saracen_army 
minstrels were employed to indicate a rallying point; 
"for although at ordinary times the standards sufficed 
to show men the places oFtneir leaders, yet in the dust 

' Michaud, " History of the Crusades." 

'Fortescue, "History of the British Army," 1899. 
13 
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of battle these were often hidden from sight; and it 
was therefore the rule to gather" the" minstrels around 
the standards and bid thenTbTow and h¥af strenuously 
and unceasingly during the~acfion. The silence ToTthe" 
band was takerTas a proof that a battalion had been 
broken and that the colours were in danger." The 
fashion Tasted so long that even in the twelfth century 
the musicians were still under the immediate command 
of the "ensigns," and in battle pictures were depicted 
drawn up at a safe distance from the fight, ener- 
getically playing. 

The musical display of the Saracens is described by 
one Crusader 5 as comprising trumpets, clarions, horns, 
pipes, drums, cymbals — a prodigious array, creating a 
horrible noise and clamour. " They did this," says the 
chronicler, "to excite their spirit and courage, for the 
more violent the clamour became the more bold they 
were for the fray." This terrific ensemble seemed at 
first very strange to the Crusaders, and led to much 
confusion in their ranks, but gradually they came to 
see what a valuable adjunct to the military art the 
band of music was, and lost little time in adopting it. 
One thing especially took the Crusaders' fancy, and 
that was the Saracen side drum and kettledrum, which 
were then unknown in European military music. They 
were introduced into our service as the tabour and 



'Geoffrey de Vinsauf, "Chronicles of the Crusades" (Bohn's 
Library). 
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naker, and are frequently mentioned in the accounts 
of the Crusades. Thus it became the custom to employ 
bands of minstrels for the army, in addition to the 
trumpeters and others attached to the suites of the 
king and the nobility. 

About this time the break-up of the roving minstrel 
class was in full progress. Among these poor 
Bohemians, pestered on one hand by the anathema of 
the Church and hounded on the other by the stern 
arm of the law, we find the more staid of them settling 
down in the large towns and forming themselves in 
"guilds," to become vested later with the respectable 
office of corporation minstrels 6 known in those days as 
"waits." 7 Others of more robust type joined the mili- 
tary bands, 8 for although, like their confreres who 
settled in the towns, they were anxious to receive the 
rights of the Church and the protection of the law 
by assuming a "respectable" vocation, they still 
hankered after the free and adventurous life they had 
been used to, and in those days of almost incessant 
wars and campaigning, the military service held out 
splendid inducements. Whatever they received by 
way of regular payment, sundry "rewards" were 

' Kappey, "Grove's Dictionary of Music" (article, Wind 
Band). 

' These waits were sometimes called upon for warlike services 
as in the case of the ' waits ' of Norwich who accompanied Sir 
Francis Drake on board his ship in the days of the Spanish 
Armada. — "Musical Times," June, 1907. 

"Naumann, "History of Music." 
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always expected for special services, to which there is 
a reference in an old fifteenth century ( ?) ballad made 
on the battle of Otterbourne. 9 

Wherefore schote archars, for my sake 

And let scharpe arowes flee : 

Mynstrells playe up for your waryson (reward) 

And well quyt it shall be. 

To judge by the old English chronicles, these min- 
strels were undoubtedly held in high estimation, and 
their contribution to the battle's success was invariably 
recorded. When the Scots suffered defeat at the hands 
of Edward III on Hallidon Hill (1333) the musical 
part of the programme is described by a ballad 
historian : 

This was do with merry sowne 

With pipes, trompes and tabers thereto 

And loud clarionnes thei blew also." 

The minstrels that accompanied the king's army to 
France held fine positions, ranked as officers and paid 
twelve pence per diem, 1 a big sum in those days, and 
at the triumphal entry into Calais in 1347 they com- 
bined in a grand military concert (says Froissart) of 
" trompes, de tambours, de nacaires, de chalemies et de 
muses," to greet the king. That this was martial music 
par excellence is borne out by Chaucer in his account 

'Percy, "Relics of Ancient English Poetry." 

" Grose, " Military Antiquities," 1801. 
' Ibid, 
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of the tournament in the "Knight's Tale," where these 
instruments are classed with those "that in the battle 
blow bloody sounds." What sort of music these min- 
strels played must remain a mystery to us. At best it 
may have been popular dance tunes or ballads, 
assuredly with a vast display of drum. 

We may infer, however, that their main business was 
to create "noise." Indeed, this was the name given 
at this period to a combination of musical instruments 
in performance,? and certainly no libel in this case. 

With the dawn of the sixteenth century came the 
renaissance of the art of war in Europe, and soldiering 
was being gradually consolidated into a system. 
Kings and princes began to lay the foundations of 
their standing armies, and great attention was given 
to military administration, drilling, equipment and 
everything appertaining to martial pomp and display. 
The old system of employing minstrels during a cam- 
paign had fallen into desuetude. Armies were adopt- 
ing precise codes of musical signals, whilst the march 
in exact rhythm, accompanied by musical instruments, 
was now carefully taught. All this necessitated 
properly trained musicians who could operate with the 
particular units to which they belonged. 



"As late as 1650, there is a letter from Popham to Blake, 
asking for trumpeters for the fleet, and particularly a "com- 
plete noise" for their own ship. — Grove, "Dictionary of 
Music" (article. Band). 
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As the old court trumpeters served on horseback, 
the custom arose of looking upon trumpet music as 
being specially appropriate to the cavalry, not only 
for signalling but also for the march, and eventually 
became regularly attached to it. 3 In the companies of 
" foot " the side-drum was retained for conveying 
commands, and in company with the bagpipe provided 
excellent marching music. Hitherto, the only musi- 
cians employed in the army were those attached to the 
suites of the great military officers — the Marshal, High 
Constable, Captains and Lieutenant Generals, etc. 
They were now allotted, in addition, to sections of 
infantry and cavahy, two drummers to each company 
of the former, and one trumpeter to each troop of the 
latter, who received special rates of pay. 

Almost to the close of the fifteenth century, the 
trumpet appears to have been the only instrument used 
in signalling for both infantry and cavalry. Even 
when Machiavelli wrote his "Art of War" (1521), there 
was still a feeling in favour of retaining the instru- 
ment for both services. Although he gives the side- 
drum a most important place, he recommends that a 
trumpeter be attached to commanding officers of 
cavalry and infantry to announce all commands during 
the fight. We have already seen that precise musical 
and rhythmical signals by trumpet and drum were 
practically unknown. Orders were made known to 

'Kappey, Grove's "Dictionary of Music" (article, Wind 
Band). 

4 
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troops by a recognized system of moving the colours 
and standard, or viva voce. Trumpets often sounded 
to convey an order, but this would be determined upon 
beforehand, as we find in Froissart — "Au premier son 




Fig. 1. 

TRUMPETER (SIXTEENTH CENTURY). BY J08T AMMAN. 

de sa trompette ou s'appareillat, au second on s'armat, 
et au tiers son montat a cheval et partit." A similar 
order to this may be seen in the " Rules and Ordinances 
for the War" (1544). 

With the revival of classical learning came the 
revival of study in the art of war, and the warlike 
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treatises of the fifteenth and sixteenth century simply 
teem with excerpts from ^Elian, Vegetius and others. 
Here they found that the pagans of old had a regular 
code of musical signals, by which certain military 
movements could be performed. There were occasions 
when the human voice could not be heard, and the 
standards even were of little value in the dust of 
battle. But a certain note or melody that would be 
understood by troops as meaning a certain movement, 
was a great advantage, and we can quite understand 
that the apostles of the "glorious renaissance" should 
seize upon the idea. 

All roads lead to Rome, and all lead from it. Mr. 
W. Barclay Squire tells us that in all probability it 
was from Italy that the earliest musical signals came, 
and spread over Europe by mercenaries, they were 
modified and altered by the different troops which 
adopted them. In fact, the names given to the dif- 
ferent sounds long retained evidence of their Italian 
origin. 4 What the earliest signals were (in notation) 
we have no idea. The first English signals handed 
down to us date from the reign of Queen Mary, but 
they are names only. Trumpeters of "horse" were 
required to know— Saddle ! Mount! Mess! March! 
Alarm ! and Charge ! 5 Whilst the " foot " answered to 
the drum calls— March ! Alarm ! Approach ! Assault ! 



'Grove, " Dictionary of Music." 
"Fortescue, "History of the British Army." 
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Battle! Retreat! and Skirmish! 6 We have no nota- 
tion of English signals (I believe) earlier than the 
eighteenth century. The Italians and French are more 
fortunate. The former liave trumpet signals recorded 
in the collection of Girolamo Fantini (1636 or 1638), 
and the latter were honoured by Mersenne (1635), who 
included cavalry calls in his great work on music. 
Mr. Squire has noticed several musical compositions of 
an earlier period, such as Jannequin's " La Bataille," 
and his songs in Chemin's "Chansons" and Milano's 
"La Battaglia," and suggests that they contain mili- 
tary signals, the comparison of which would probably 
disclose points of interest between the French and 
Italian signals. Now, I suggest that this might be 
carried still further. England has several musical 
compositions of a like character, so let the comparison 
be extended to them. That interesting collection of 
virginal music known as "My Ladye Nevell's Booke" 
contains a section known as "Mr. Bird's Battel," com- 
posed by William Byrd towards the close of the six- 
teenth century. In this there are several pieces which 
may be counted upon as embodying military signals. 
Then there is a lute duet r "The Battle" (1616), and 
another duet, "The Battle of Harlow" (1635?), and 
an organ solo by Dr. Bull (1562-1628), "La Battaille." 
Some of these may throw light on the question. 

Although not practised as a necessary asset to mili- 
tary discipline, the march may be traced back to the 

'Grose, "Military Antiquities," 1801. 
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war-song of antiquity. As a strictly rhythmic piece of 
music for martial instruments, not only to stimulate 
and enliven troops, but to ensure a regular pace,~lt 
dates from the revival of the military art, about the 
late fifteenth century. Sir John Hawkins tells us in 
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his "History of Music" (1776) that "the old English 
march of the foot was formerly in high estimation, as 
well abroad as with us ; its characteristic in dignity and 
gravity, in which respect it differs greatly from the 
French, which, as it is given by Mersennus, is brisk and 
alert." Apropos of this, Sir John relates a bon mot 
of Sir Roger Williams, a soldier of the Elizabethan 
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days, who, in answering the French Marshal Biron's 
remark that "the English march being beaten by the 
drum was slow, heavy and sluggish," said : " That may 
be true, but slow as it is, it has traversed your master's 
country from one end to the other." 7 

Marshal de Saxe pointed out in his " Reveries " that 
the sound of the drum was something more than a 
mere noise, and that the entire military art depended 
upon its various cadences. When pipes and fifes were 
made to accompany the drum, the precise beat of the 
latter fell into neglect. Markham clearly saw this 
when he said : " It is to the voice of the drum that the 
soldier should wholly attend, and not to the air of a 
whistle." 8 So serious did this inattention to the funda- 
mental drumbeats become, that in 1610 a Royal warrant 
was issued for the better regulation of the old English 
march. Here is the warrant which appears in Wal- 
pole's " Catalogue of Royal and Noble Authors " : 
" Whereas the ancient custome of nations hath ever 
bene to use one certaine and constant forme of March 
in the warres, whereby to be distinguished one from 
another. And the March of this our nation, so famous 
in all the honourable atchievements and glorious warres 
of this our kingdom in forraigne parts (being by the 

'Hawkins, writing in 1776, says: "Notwithstanding the 
many late alterations in the discipline and exercise of our 
troops, and the introduction of fifes and other instruments into 
our martial music, it is said that the old English march is still 
in use with the foot." 

'Markham, "Five Decades of Epistles of Warre," 1622. 
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approbation of strangers themselves confest and 
acknowledged the best of all marches) was through 
the negligence and carelessness of drummers, and by 
long discontinuance so altered and changed from the 
ancient gravity and majestie thereof, as it was in 
danger utterly to have bene lost and forgotten. It 
pleased our late deare brother prince Henry to revive 
and rectifie the same by ordayning an establishment 
of one certaine measure, which was beaten in his 
presence at Greenwich, anno 16 10. In confirmation 
whereof wee are graciously pleased, at the instance 
and humble sure of our right trusty and right well- 
beloved cousin and counsellor Edward Viscount 
Wimbledon, to set down and ordaine this present estab- 
lishment hereunder expressed. Willing and command- 
ing all drummers within our kingdome of England 
and principalitie of Wales exactly and precisely to 
observe the same, as well in this our kingdome, as 
abroad in the service of any forraigne prince or state, 
without any addition or alteration whatsoever. To 
the end that so ancient, famous, and commendable a 
custome may be preserved as a patterne and precedent 
to all posterite," etc. This document also contains the 
following notation : 

Voluntary before the March. 

ni -J — I— j— 4— 4— 4—J—4 — I — I — 1 — I — - 4— - 

Pou tou pcm tou pou R pou tou pou pou toil pou R poang 
The March. 
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— Z2~=2— £2— g— Z2--Z 
Pou tou nou tou poung 
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Pou tou pou R poung 
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Subscribed " Arundell and Surrey. This is a true copy 
of the original, signed by his Majestie. Ed. Norgate, 
Windsor." 

It was probably the neglect and carelessness of 
drummers that compelled the authorities to institute 
the office of drum major. Stainer and Barrett in their 
"Dictionary of Musical Terms," are of opinion that 
the office is not older than the reign of Charles II. 
This would appear true, since Turner in his "Pallas 
Armata" (1683) seems to have been unaware of the 
rank in our service. Yet we find him mentioned by 
quite half a dozen early seventeenth century writers, 9 



•Cruso (1632), Barry (1634), Hexham (1637), Ward (1639), 
Praissac (1639), and Venn (1672), all mention the drum major. 



REVIVAL OF THE MILITARY ART. 25 

and the fact that Digges in his " Arithmetical Warlike 
Treatise" (1579) speaks of a "chief drummer," which 
in a later edition (1590) is altered to "drum major," 
enables us to fix a date even earlier. Although the 
rank appears on the establishment of regiments in the 
early seventeenth century, he seems to have dropped 
out during the Commonwealth. Afterwards, only the 
Foot Guards have him officially, and then the Royal 
Artillery. Marching regiments were not allowed a 
drum major (although they were rarely without one) 10 
until 1810. 1 The special feature of the drum major 
is his " staff." When this was adopted I have no know- 
ledge. Sometimes the drum major is described as the 
principal or solo drummer; but that he wielded the 
"staff" in some corps is evident from a "staff" pre- 
served by the Honourable Artillery Company, bearing 
the date 1671. 



""Military Dictionary," 1778. 
"James, "Military Companion," 1811. 

5 



CHAPTER III. 

MILITARY MUSIC (1500-1700). 

IT is not everyone that will assent to the dictum of the 
author of the "Garb of Old Gaul," that "the 
pipe breathes the true martial strain." Shakespeare 
makes a very "unkind cut" in "Much Ado About 
Nothing" when he says : "I'll devise thee brave punish- 
ment for him. Strike up ' pipers.' " 

But Shakespeare was an Englishman, and it would 
be almost as reasonable to expect him to respond to 
a pibroch as for an Austrian to get excited over " Rule 
Britannia." Yet Englishmen had responded to a 
pibroch long before Shakespeare's day, for the pipe 
was highly popular in this country during the Middle 
Ages, and many a mile had our sturdy footmen 
trudged to its music. A large number of tunes to be 
found in Chappell's "Popular Music of the Olden 
Time" bear evidence of being of a bagpipe character. 2 

The pipe was a regular marching instrument with 
the Swedes, Germans and French. The latter, says 

* Stainer and Barrett, "Dictionary of Musical Terms," 1898. 
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Kastner, 3 borrowed it from us. Stanihurst tells us that 
with the Irish as well, the bagpipe was a warlike instru- 
ment, and according to Mr. Grattan-Flood 4 the well- 
known picture of a piper by Diirer is a representative 
from the "Land Of Song." In Ireland, the break-up 




Fig. 8. 
PIPER (sixteenth century), by albrecht duker. 

of the Gaelic polity after the Cromwellian wars, put 

'Kastner, "Manuel General de Musique Militaire," 1848. 
4 Grattan-Flood, "History of Irish Music," 1906. 



28 MILITARY MUSIC AND ITS STORY. 

an end to the war pipes, and the last glimpse we have 
of them, although in an alien clime, is with the Irish 
Brigade at Fontenoy. 

The bagpipe seems to have finally disappeared in 
England about the same time, being gradually ousted 
from its position as an accompaniment to the drum by 
an instrument that remains to this day a favourite with 
marching regiments. As late as 1674 a warrant is 
issued for the appointment of one Peter Vanhausen, 
to instruct a man in each company of the King's Regi- 
ment of Foot Guards the use of the pipe. But the 
coup de grace was not far distant. Sir James Turner 
says in "Pallas Armata" (1683): "In some places a 
piper is allowed to each company : 5 the Germans have 
him, and I look upon their pipe as a warlike instru- 
ment. The bagpipe is good enough musick for them 
who love it; but sure it is not so good as the Almain 
Whistle (the fife). With us any captain may keep a 
piper in his company, and maintain him too, for no 
pay is allowed him, perhaps just as much as he 
deserveth." 

The introduction of the bagpipe into Scotland dates 
only from the time of its disuse in England. Across 
the Tweed they claim that the instrument was used at 
Bannockburn. But it appears that the earliest mention 
of the bagpipe as forming part of the military music 



'In the infantry reorganised by Gustavus Adolphus, each 
company was allotted three pipers and three drummers. — 
Fortescue, "History of British Army." 
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of the Scots is at the battle of Balrinnes (1594) 6 since 
when it has remained their special warlike instrument. 

What was this "Almain Whistle," which Shakes- 
peare, whose eye and ear nothing escaped, referred to 
as the " ear-piercing fife," that had so charmed the ears 
of these military men? Nothing new to be sure. 
Simply the old idea of the Greeks, which the apostles 
of the glorious renaissance had stumbled across. 
Machiavelli, who has been designated "the statesman 
of the Renaissance," issued his "Art of War" in 1521, 
which, like his histories and political science was cast in 
the mould of classic antiquity. 7 It is not strange 
therefore that Machiavelli should recommend the 
ancient Greek method of employing flutes or fifes for 
the better regulation of the stepping together of troops. 
Foremost among those who adopted the idea were the 
Swiss, whose famous soldiers led the way in all military 
matters, and are even credited with its introduction 
into military music. 8 

As early as 151 1, the fife is mentioned by Virdung 
among the martial instruments of the Germans, and in 
1534 it appears in the French service according to an 
"Ordonnance" of Francis I, which allotted two fifes 
and two tambourins to each company of a thousand 
men. 9 That Rabelais makes the Andouille folk 
attack Pantagruel to the sounds of "joyous fifes and 

' Stainer and Barrett, " Dictionary of Musical Terms." 

'Owen, "Skeptics of the Italian Renaissance," 1893. 

"Grose, "Military Antiquities," 1801. 

' " Memoirs de Du Bellay." 
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tambours," is some evidence that the instrument was 
no novelty to the French soldier in 1535, when Rabelais's 
great work was published. England soon followed 
on the heels of France, and in the warlike muster of 
the citizens of London in 1540, "droumes" and 
"ffyffers" are well to the fore. So high did the fife's 
popularity run in this country, that the demand very 
soon outran the supply. Henry VIII, ever zealous in 
military as in domestic affairs, sends specially all the 
way to Vienna to obtain them, 10 whilst the State papers 
contain not a few laments from commanding officers, 
owing to the scarcity of these " wry-necked musicians," 
as Barnaby Rich calls them. 1 One writes that he can 
only hire two of them, and these would only '' sign on " 
for a month at a time. Another says he could not get 
any to serve under" four men's wages, and even then 
were " but easy players " and " very drunkards." Truly 
these were troublesome times. 

When one considers what was expected of them, it 
is small wonder indeed that drummers and fifers were 
hard to find. Listen to what one named Ralph Smith 
{tempore Queen Mary) has to say. 2 " All captains must 
have drums and fifes and men to use the same, who 
shall be faithful, secret and ingenious, of able per- 
sonage to use their instruments and office of sundry 
languages; for oftentimes they be sent to parley with 

" Fortescue, " History of the British Army," 1899. 

'Rich, "Aphorisms," 1618. 

'Grose, "Military Antiquities," 1801. 
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their enemies, to summon their forts or towns, to redeem 
and conduct prisoners, and divers other messages, 
which of necessity requireth language. If such drums 
and fifes should fortune to fall into the hands of the 
enemies, no gift nor force should cause them to dis- 
close any secrets that they know. They must oft 
practise their instruments, teach the company the sound 
of the march, alarm, approach, assault, battle, retreat, 
skirmish, or any other calling that of necessity should 
be known. They must be obedient to the command- 
ment of their captain and ensign, when as they shall 
command them to come, go or stand, or sound their 
retreat or other calling." 

These drum and fife bands were but poor affairs 
of a very dull kind, says Kappey. 3 The side-drum 
was almost twice as large as the present instrument, 
and had no "snares," that rare contrivance that gives 
such a bright tone to the modern drum. 4 The fife was 
non-chromatic and its manipulation very rudimentary. 
What music they played we have but a faint idea. The 
earliest music for the fife to be found in an English 
work is in "Mars, His Triumph," by J. B., which is a 
description of an exercise performed at the Merchants 
Taylors' Hall in 1638 by the Artillery Company of 
London. The music was played by one fife and two 
drums, and accompanied the manual and firing exer- 

' Kappey, "Military Music." 
'In the "Syntagma Musicum" of Pretorius, 1619, the side 
drum is shown with "snares." 
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Fig. 4. 

MUSIC FOE THE DRUMS AND FIFES (FROM " MARS HIS 
TRIUMPH," 1638.) 

cises. The "Posture Tune" was for the firing exercise 
— played once through for each posture. For the 
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manual exercise the "Falling Off Tune" was used — 
once over for each rank. The " Tune for the Motions " 
was played for all parade movements, such as facings, 
doublings, etc. 5 




Fig. 5. 

PIPER (SEVENTEENTH CENTURY). 

Tabourot in his " Orchesographie " (1588) informs 
those who perform on the fife, that they need simply 
play according to their own pleasure, and it was suffi- 
cient s© long as they kept time with the drum. As for 
the drum, Markham — the author of "Five Decades of 
Epistles of Warre" (1622), speaking of a certain book 
of instruction in drumming, said he thought it an un- 
necessary study ! Here were instructions which if fol- 

' Cockle, " Bibliography of English Military Works," 1900. 

6 
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lowed would scarcely have tended to improve these 
drum and fife bands. But neither Tabourot nor Mark- 
ham could have meant all that they said, as the former 
has left us several worthy specimens of drum and fife 
music, whilst the latter devotes considerable space to 
the use of drums and fifes, and bears witness, more- 
over, that he knew of "no more sweet and solemn 
melody than that which the drum and flute afforded." 

When the Commonwealth came, the English nation 
entered into what Matthew Arnold called "the prison 
of Puritanism," and all music other than psalms and 
hymns was considered profane. Ballad singers were 
arrested on the highways, and throughout the length 
and breadth of the land organs and other instruments 
were destroyed wholesale. Even the "waits" in the 
large corporate towns were suppressed. Although in 
the army they could not very well dispense with such 
important offices as the trumpeter and drummer, upon 
whom they relied for their " sounds " and " signals," 
they were looked upon as a sort of necessary evil. 6 
That almost indispensable appendage to the march — 
the fife, was banished from the service, whilst the drum 
major, no small item in the musical display (Aye ! there 
was the rub) was even considered an unnecessary office. 

When the King "enjoyed his own again," a splendid 
cavalcade met him at St. George's Fields on the 

' It is worth while noting that during this period the mili- 
tary musician is frequently paid less than the private soldier, 
a most unusual thing. — See tables of pay, etc., in Fortescue's 
"History of the British Army." 
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"glorious 29th of May, 1660, headed by the King's 
Life Guards, with their kettledrums and trumpets in 
front." 7 The first-named were the military instruments 
far excellence on the Continent, but quite new to us. 
Mr. W. Barclay Squire, who has given us a mine of 
information on this subject, is of the opinion that the 
use of these instruments for the cavalry came from 
Germany, and quotes Fronsperger's "Kriegsbuch" 
(1566) and Tabourot's " Orchesographie " (1588) as 
evidence of their early use by German troops. 8 There 
is, however, a still earlier record — that in 1542 our own 
King Henry VIII sent to Vienna for kettledrums that 
could be played on horseback '" after the Hungarian 
manner," together with men that could make and play 
them skilfully. 9 That they were not then generally 
adopted in this country, we may gather from Nicholl's 
" Procession of James I." 10 Then we have the word of 
Sir James Turner (writing in 1 671) who assures us that 
" they are not ordinary," and only used by corps d'elite, 
noblemen and general officers. 1 To fix the restoration 
as the date of their adoption by our army, would 
accord with Samuel Butler's mention of them in 
"Hudibras" (1663) among , Magnano's "warlike 

engines." 

. ^ ^ _ 

'Cannon, " Historical Records of the Life Guards." 
1 Grove, " Dictionary of Music " (article, Military Sounds 
and Signals). 

' Fortescue, " History of the British Army," 1899. 

"Day, "Descriptive Catalogue of Musical Instruments," etc. 

'Turner, "Pallas Armata," 1683. 
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In the German empire, the army was supplied with 
its musicians by a " guild " known as the " Royal 
Trumpeters and Army Kettledrummers," of ancient 
origin, and enjoying special privileges by Imperial 
decree. Anyone desiring to be initiated into the 
mysteries of trumpeting and drumming, had to be 
apprenticed to the guild, and could not practise his 
vocation until he had been made a " freeman." One 
curious privilege which it claimed was, that its 
members were exempt from military law, the guild 
holding itself responsible for the discipline of its 
members. With the Germans, kettledrums were only 
granted to corps d'elite, such as Life Guards and regi- 
ments whose colonels were nobles, excepting those that 
had captured their instruments on the battle-field. 2 
This rule also found favour in France 3 where, says 
Kastner,* the introduction of the kettledrum preceded 
the reign of Louis XIV by a few years. In England, 
the "service" was furnished with its trumpeters and 
drummers by the sergeant-trumpeter and the drum- 
major-general of the royal household, who were 
empowered to "impress" the musicians they required 
for the king's army, when more peaceable methods had 
failed. Impressment seems to have been anything but 

'Turner, "Pallas Armata," 1683. 

' In later years this custom came in vogue in England and 
outside of the Life Guards, only the Royal Irish Dragoons and 
the King's Dragoons were allowed kettledrums, having cap- 
tured them in battle. 

'Kastner, "Manuel General de Musique Militaire," 1848. 
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a pleasant occupation, for we find in the year 1637, 
the sergeant-trumpeter appointed a "trumpeter-in- 
ordinary " to impress one John Digges, when the latter 
challenged him to fight and otherwise abused him ! 

In Grove's " Dictionary " it is stated that no mention 
is made of the sergeant trumpeter of the Royal House- 
hold from the time of Benedict Browne {temp., Edward 
VI) until 1 64 1. This is not correct as there is the 
appointment of Josiah BroOme in 1626. 

Fortescue notices a revival of the custom of impress- 
ment as late as 1705 and considers it an illegal stretch 
of the royal prerogative 5 , yet I find that even in 1781, 
musicians were not safe from impressment, since the 
Honourable Artillery Company in advertising for 
drummers and fifers, promised immunity from impress- 
ment to those who would serve with them. 6 

The reader has already noticed that trumpets and 
kettledrums were the special property of the "upper 
ten," a rule strictly adhered to in Germany. Even 
here in "merrie England" anyone wishing to blow a 
trumpet or beat a drum, other than the king's troops 
had first to obtain a licence from the sergeant-trum- 
peter or the drum-major-general. Even with king's 
troops, kettledrums were only granted to the royal 
bodyguard. Thus we find that the Life Guards alone 
had them. With this corps, each troop was allowed 
four trumpeters and one kettledrummer, who held 

'Fortescue, "History of the British Army." 
'Raikes, "History of the Honourable Artillery Company." 
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good positions, having warrants of appointment 
signed by the king, and paid like princes at five 
shillings a day ! Doubtless they were good musicians 
at the price, but from a glance at their names in the 
official records, they do not all appear to have been 
cradled in Albion. On all occasions of state, the 
trumpets and kettledrums of the Life Guards were in 
attendance, and when their services were in demand 
for dismounted purposes, we meet with the extra- 
ordinary spectacle of the kettledrums carried on the 
back of a man, and the drummer walking behind him. 
It is believed to have been one of these trumpeter bands 
of the Life Guards, which Cambert, the great French 
composer, became bandmaster of, when he took refuge 
in England in 1672. These musicians of the 
Guards played on handsome silver trumpets, and 
were clothed in the royal livery, of velvet coats, 
trimmed with silk and silver lace, embroidered with 
the royal cypher on the breast and back. The drums 
and trumpets were also gaily decked with elaborate 
banners, in fact the whole was much the same 
as the state dress of the Household Cavalry bands 
to-day. 

When ordinary regiments of " horse " were permitted 
to have kettledrums, one pair was allowed for the 
colonel's troop with two trumpeters, each of the other 
troops having to content itself with a couple of 
trumpeters only. These when massed formed a band 
of twelve to fourteen men, who played on the regula- 
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lion trumpet used for signalling 7 under the direction 
of a trumpet-major. 

Similar to the drummer and fifer, the trumpeter also 
was expected to be a man of sundry accomplishments, 
together with a comely figure, a good deportment and 
the rest, but above all "a politic, discreet and cunning 
person," says Elton. 8 In the " Souldier's Accidence " 
(1635) it is laid down among the arms, accoutrements, 
etc., of a trumpeter (which insists, by the way, that his 
horse "shall be a good hackney with gentleman-like 
furniture"), that he shall be provided with a sword 
with the point broken! This was intended to show 
that the trumpeter was distinctly a non-combatant, and 
entitled to be respected as such. Military musicians 
were held almost sacred in battle. At least, so it 
appears from Markham's "Five Decades of Epistles 
of Warre" (1622). He says of the drummer — he is to 
be considered " rather a man of peace than of the sword, 
and it is most dishonourable in any man wittingly and 
out of knowledge to strike him or wound him." 

Let us turn now to the music of the trumpeter bands. 
That they played in parts, in " line " regiments, at any 
rate, before the eighteenth century, is doubtful. Of 
music for these bands, there is little or none extant; at 
least in this country. No doubt most of the marches 
and flourishes were learned by ear, for we are told that 
these army trumpeters were not learned musicians, but 

' Kappey, "Military Music." 
"Elton, "Comnleat Body of the Art Military," 1650. 
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were generally, able to enliven the march of their corps 
with a few tunes. 9 

Even in France, up to the time of Rousseau, 10 their 
trumpeter bands played in unison. 

Here is an example of this class of music taken 
from Kastner's " Manuel General de Musique 
Militaire": 

March for Trumpets. 
I 






(Seventeenth Century.) 
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'Kappey, "Military Music." 
"Rousseau, "Musical Dictionary," 1768. 
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Perhaps the most novel example of military music 
was that of the Trains of Artillery, and as far as the 
writer can ascertain, was peculiar to the English service. 
The artillery employed kettledrums similar to those 
of the cavalry, but instead of being carried on horse- 
back, on either side of the drummer's saddle, they 
were mounted on a grand chariot, finely ornamented, 
and drawn by six white horses. They appear in the 
field of battle for the first time during the Irish Rebel- 
lion of 1689, and the custom lasted until 1759, when 
the artillery were divided into independent brigades. 
There is an interesting order issued during the Flanders 
Campaign, 1747, which directs the kettledrummer of 
the artillery "to mount the kettledrum carriage every 
night half-an-hour before the sunset, and beat until 
gun-firing." 1 

Here is an example of kettledrum music : a 

March for Kettledrums. " Gardes du Roi de France." By Bablon. 

(Seventeenth Century.) 




'Farmer, "Memoirs, Royal Artillery Band," 1904. 
'Kastner, "Manuel General de Musique Militaire," 1848. 
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Kettledrummers as soloists seem very strange to us, 
yet listen to what Manesson Mallet says : 3 

" The kettledrum player should be a man of courage, 
preferring to perish in the fight, than allow himself and 
his drums to be captured. He should have a pleasing 
motion of the arm, an accurate ear, and take a delight 
in diverting his master by agreeable airs." Nowadays, 
"agreeable airs" for kettledrums in the orchestra are 
quite common, witness the solo for four drums in 
"Robert le Diable." I must confess, however, that 
Manesson Mallet's "agreeable airs" for a fair of 
drums must have been extremely " diverting " ! 

•Mallet, "Les Travaux de Mars, etc.," 1691. 



CHAPTER IV. 
HAUTBOYS. 

I^HE " military band," as we understand the modern 
signification of the term, had its origin in the 
reign of Charles II. The. tastes of this monarch 
were very much influenced by his residence in France, 
and on his accession to the English throne quite a 
new era begins for music in this country. French 
operas were played at court, and the services at the 
Chapel Royal were conducted similarly to those at 
Versailles. A court band of twenty-four violins was 
also instituted, in imitation of the " Vingt-Quartre 
Violons du Roi " of Louis XIV,* and even the military 
music of the French came under the covetous eyes of 
the "Merry Monarch." Their regimental bands com- 



'It is worth mentioning here, that the term "band," which 
was applied to the French king's "violons," was also copied 
by Charles, at least, we may infer as much, since the word is 
used for the first time in relation to a body of musicians, in an 
order relating to the English "violins" in 1661. 

14 
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prised of oboes, which appear to have been adopted 
by them during the reign of the previous king. 
Kastner, the historian of French military music, con- 
siders that they took the custom from the Germans. 
Certain it is, that the oboe was not included among 
the warlike instruments of the French when Tabourot 
wrote in 1588. 




Treble. 



Bass. 



Tenor. 



Fig. 7. 

HAUTBOYS (17TH CENTURY). 

With them, military music, apart from what was 
really necessary for signalling, had no official sanc- 
tion, and it was customary for commanding officers to 
provide their own music if they required it. All this 
was altered when Louis XIV became king. Lully, the 
first composer in France, was entrusted by Louis with 
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the organization of his military bands, for which Lully 
composed and arranged a large amount of music. As 
I have already observed, these first military bands in 
France consisted of oboes and drums, the authorities 
allowing generally two oboes and two drums to each 
company of infantry. Lully wrote for these in four 
parts, discant, alto, tenor and bass oboe (or bassoon) 
with two drum parts. 5 In the year 1705, the composer 
Philidor, as the king's music librarian, collected an 
enormous number of these military pieces which Lully 
and himself had composed and arranged for the army, 
many of which are still preserved at the Paris Con- 
servatoire. Among them is the " Marche des Dragons 
du Roi " for hautbois, 6 which is appended as an illus- 
tration of the music played by these bands. 



March for Hautboys. " Dragons du Roi." 

(Seventeenth Century.) 
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' Kappey, " Military Music." 
* Kastner, " Manuel General de Musique Militaire," 1848. 
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It is difficult to imagine how so delicate an instru- 
ment as the oboe, which Schubart in his "^Esthetic der 
Tonhurst '' calls the " coquette of the orchestra," could 
have been of any service to the military. But we must 
remember that the oboe of that period was a very 
coarse thing compared to our modern instrument. It 
was non-chromatic, and played with a reed almost as 
large as that used with a present-day bassoon. Such 
an instrument was well adapted for military purposes, 
and we can readily accept the testimony of the learned 
Mersenne ("Harmonie Universelle," 1639), who said 
that it gave a tone louder than all other instruments, 
except the trumpet. Even in Mozart's day, it was so 
formidable that the composer of "Don Giovanni" re- 
marked that it had such " impudence of tone," no other 
instrument could contend with it. 

Oboes were introduced into the British service in 
the year 1678, when six of them were granted to the 
Horse Grenadiers, "a new sort of soldier," says 
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Evelyn, who served both mounted and dismounted. 
A few years later, when regiments of dragoons were 
raised, they were equipped similar to the Horse Grena- 
diers, and one oboe and two drums were allowed to 
each troop. The side drums used by them were much 
smaller than those of the foot regiments, and they 
were beaten in a different fashion. 7 The Foot Guards 8 
and the marching regiments 9 then adopted the innova- 
tion, and the king evinced his interest by issuing a 
warrant (1684-5), "authorising the entertainment of 
twelve oboes in the king's regiments of Foot Guards 
in London,"and that a fictitious name should be borne 
on the strength of each of the other companies quar- 
tered in the country with a view to granting these 
musicians higher pay." 10 This system of supporting 
bands by means of "non-effectives," as they were 
officially designated, afterwards became general 
throughout the service and lasted until the early years 
of the nineteenth century. In these "oboes" we have 
the real beginning of the military band in England. 

During the first half of the eighteenth century, 
Germany led the way in matters of military music, and 
there can be no question that most of the European 
nations followed her example. The superiority of the 
Germans was so well established, that we read of Peter 



' Kastner, "Manuel General de Musique Militaire," 1848. 

"Mackinnon, "History of the Coldstream Guards," 1833. 

"'The Perfection of Military Discipline," 1690. 

" Hamilton, " History of the Grenadier Guards," 1874. 



HAUTBOYS. 49 

the Great having his newly raised regimental bands 
fitted out by them, and even the King of Portugal had 
a supply of German trumpeters and kettledrummers. 
Rousseau in his "Musical Dictionary" of 1768, pays a 
high tribute to the fine bands of the Germans, and 
compares them to the wretched musical display of his 
own nation, who he says, had few military instruments 
and few military marches, most of which were tres 
malfaites; although it seems that the inferiority of 
the military music of the French was a distinct gain to 
them, for their enemies (says Rousseau), hearing such 
bad music, thought they had recruits before them, and 
did not act with sufficient prudence, which caused them 
to be the victims of several engagements. 

With the Germans, bands attached to regiments at 
the expense of the state, were, at first, a privilege 
granted to but few especially renowned regiments. 
But they were found to be such useful additions that 
in time every regiment obtained them. There was no 
fixed plan in the instrumentation of the bands, the 
arrangement of which rested with the colonel or band- 
master. 1 Since the beginning of the century, three new 
instruments had found their way into their bands, the 
bassoon, horn and clarinet. The bassoon was a great 
improvement upon the bass oboe or courtal which 
usually supplied the bass in the bands of oboes; in 
fact it is said that the name (originally basson d'haut- 
boy) is derived from the early use to which it was put. 2 

'Kappey, "Military Music." 
' Ibid. 
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The horn also supplied "a long felt want" as the 
advertising gentry say, in giving more stability to the 
inner parts, by sustaining important notes in the har- 
mony. But it was the clarinet that had the greatest 
share in developing the resources of the military band. 
This instrument was the invention of a Nuremberg 
musician named Denner about 1690. "Its brilliant 
tone capable of every shade, from the softest to the 
loudest; its large compass, extending by the introduc- 
tion of the smallest clarinets as well as by the bass 
clarinets, at once placed it in the rank of the leading 
instrument, and the oboe was pushed into the second 
place," 3 and in many cases superseded it altogether. 
It first finds a place in the military bands, and for 
quite half a century remained with them entirely. Such 
an instrument must have been hailed with acclamation, 
especially when we consider its greater compass, safer 
manipulation (especially on the march) and a tone 
more adapted for outdoor work than the oboe. Kappey 
has preserved for us in his work on " Military Music," 
the score of a very tuneful military march, which 
includes a part for the clarinet, the earliest instance 
the writer has seen of its use. The date of the piece is 
1720-30. 

When we in England adopted the bassoon, horn 
and clarinet, it is difficult to say with any degree of 
certainty. Kastner says the French added these in- 
struments to their bands during the reign of Louis 

'Kappey, Grove's "Dictionary" (article, Wind Band). 
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XV, and readily acknowledges that they copied the 
Germans in this. Since a continental writer of the 
period has said : " The English easily adopt innova- 
tions from abroad, and complete their military bands 
easily enough," we may assume that the English lost 
little time in adopting these new instruments. Gras- 
sineau in his "Musical Dictionary" (1740) does not 
seem to have heard of the clarinet. As an orchestral 
instrument it was first used in this country by Arne in 
" Artaxerxes," 1762. The bassoon and horn were cer- 
tainly in use with us before 1760. 

It is most remarkable, that although this new 
departure made for development by way of tone 
colour, no advance resulted in augmentation. Regi- 
mental bands which invariably comprised from four to 
six performers, might easily have been increased to 
eight or ten with the advent of bassoons and horns. 
Instead of this, the bassoon takes the place of the bass 
oboe or courtal, whilst a couple of horns oust a like 
number of oboes. During the whole of the first half 
of the eighteenth century, even the bands of the Foot 
Guards numbered no more than six performers, two 
oboes (or two clarinets), two horns and two bassoons 
being the usual combination. There is an interesting 
march for a band of this sort, in the " British Military 
Journal" (1799)- 

How the ordinary regiments of infantry and cavalry 
fared at this period, we know nothing definite, owing 
to the scarcity of precise data; but we may take it for 
granted that they would hardly be better equipped 
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than our regiments of guards. When bands of oboes 
first came into fashion at the close of the seventeenth 
century, the " line " regiments, both horse and foot, 
adopted them as readily as the guards. But the early 
years of the eighteenth century brought plenty of 
campaigning, which was scarcely propitious for the 
cultivation of bands. And, moreover, the State had 
always looked upon these institutions so purely as a 
matter of luxury, that no allowance was made for 
them, the entire support devolving upon the officers. 

As there was no military school of music in those 
days for the training of army bandsmen, regiments 
were forced to engage musicians from civil life, and 
not being amenable to military discipline, these people 
were a constant source of anxiety to the authorities. 
On the Continent, this system of hiring bandsmen was 
evidently quite common, for we have a statement to 
that effect in some articles of capitulation of the 
Swedish garrison of Demmin in 1759, drawn up by 
the Prussians. The articles read : " The hautbois and 
musicians being paid by the officers shall be at 
liberty," and also that "the hautbois of Spen's Regi- 
ment may seek employment elsewhere, if it be true they 
were hired by the officers." Fortescue in his "History 
of the British Army" says that it was in 1749 that the 
first attempt was made to abolish the civilian bands- 
men in our service. 

The old system no doubt worked well from a musi- 
cal point of view, for it was certainly the means of 
obtaining a better class of player, yet the luxury could 
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only be indulged in by those corps whose officers were 
wealthy, and consequently the quality and condition 
of bands depended to a great extent upon the length 
of the officers' purses, and their musical tastes. That 
some took special care not to allow much latitude in 
this direction, witness an order dated 1731, for the 
Honourable Artillery Company, which provided that 
the music of the Grenadier Company should consist 
of "one curtail three hautboys and no more."* 

One factor that specially deterred the progress of 
"bands" in England, was the revival of the "drums 
and fifes," which were adopted in 1748 after the 
Flanders campaign. This class of music soon came 
into great popularity with all foot regiments and even 
found its way into the cavalry. 5 A perusal of the 
soldiers' songs of the Dibdins will convey some idea 
of its vogue. 6 

Regiments of "horse" exhibited at first little in- 
clination towards adopting the "band of music," for 
the simple reason that they thought them impracticable 
for mounted work, and appear to have been quite 
content with their trumpets and kettledrums, which 
were kept strictly on the lines of past centuries. 7 

'Raikes, " History of the Honourable Artillery Company." 

'Hinde, "Discipline of the Light Horse," 1778. 
'Concerning introduction of the fife into the British service, 
both the Royal Artillery and the Foot Guards claim the honour. 
The question is dealt with fully in the author's " Memoirs of 
the Royal Artillery Band," 1904. 

'Kappey, "Military Music." 
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Here and there, however, a band was adopted as we 
are told in a work of 1760 — the "Discipline of the 
Light Horse" by Hinde. 8 But it served only for dis- 
mounted work, the trumpeter band alone being used 
when mounted. 9 With regiments of dragoons matters 
were on a different footing. They were available for 
both mounted and dismounted duties, and had from 
their inauguration employed bands of "hautboys," 
which appear to have undergone the usual develop- 
ment by the addition of bassoons and French horns. 
By the middle of the eighteenth century, dragoons 
became to be looked upon more as cavalry than 
hitherto, and were drilled and accoutred as such. 
Hence it was found that the side drum, as a signalling 
instrument, was altogether out of place with them, and 
the result that the trumpet was substituted. The 
change was brought about (so 'tis said) by a Colonel 
Dalrymple, who wrote in his "Military Essay" (1760) 
concerning the merits of both instruments. However, 
the order was issued in 1764 10 for the adoption of the 
trumpet, although it was not put into effect until two 
years later. Dragoons now having their trumpeters' 
bands began to neglect their "bands of music," 
probably for the reason that the state provided for 
their "trumpeter bands," as they did the "drums and 

"This early edition of Hinde's book I have not seen, but I 
quote from Forteseue's "History of the British Army." 
' Hinde, " Discipline of the Light Horse," 1778. 

"Grose, "Military Antiquities," 1801, says, "about the year 
1759." Grove says the same. 
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fifes " for the infantry, whereas the " bands of music " 
were supported by a fund maintained mostly by the 
officers. Grose, the author of "Military Antiquities" 
(1786) tells a good story, in this connection, of the 
Duke of Marlborough, when he was General Church- 
hill. One day at a big review he was asked by the 
king, what had become of his "hautboys." 1 The 
general struck his hand on his breeches' pocket so as 
to make his money rattle, and answered : " Here they 
are please Your Majesty, don't you hear them ?" The 
hero of Blenheim didn't believe in the "band fund," 
evidently ! 



'The title "band" or "band of music" was not generally 
adopted until the nineteenth century, although I find that 
Blackwell in his "Compendium of Military Discipline," 1726, 
speaks of the " band of music," and yet as late as 1834-5 the 
"Army Estimates" allow for "hautboys." 



CHAPTER V. 

BANDS OF MUSIC. 

A REVIVAL of interest in military bands in Eng- 
land follows on the heels of the peace of 1763, 
in accord with/ a general movement on the Con- 
tinent. In Germany a special effort was made to 
establish the regimental band on a recognised model. 
This idea came from that great soldier who had held 
his own against "a world in arms" — Frederick the 
Great, King of Prussia. He was probably the first 
military commander, says the late Dr. Turpin, who 
realised the coming value to the soldier of the regi- 
mental band. He foresaw in a better cultivated 
system of military music, a new source of pride and 
delight for the soldier, and a new engine whereby 
military institutions would gain favour and popularity. 
Bands, as fixed by the order of Frederick the Great 
(1763), were to consist of: Two oboes, two clarinets, 
two horns and two bassoons, a combination, which was 
known on the Continent as harmonie musik, and a 
great favourite with composers. In France similar 
instruments were used by their guards' regiments from 
1764, and somewhere about 1785-8 their infantry of 

56 
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the line adopted them. 3 Austria raised bands for her 
army about 1769. 

On the return of our army from the war on the 
Continent, several bands were brought over to this 
country, but the officers, says Mr. James A. Browne (a 
first-rate authority in these matters) 3 "appears to have 
been at a loss to know what to do with them when the 
regiment went abroad again (most probably the per- 
formers refused to go), and .... they seem to have 
been handed over to militia battalions, as we fre- 
quently read of the bands of militia regiments, while 
the regulars had drums and fifes." 4 The best known 
of these bands that were " made in Germany," was that 
of the Royal Artillery, which was raised by those 
officers whose guns played such havoc with the enemy 
at Minden and Warberg. The "Articles of Agree- 
ment "(dated 1762) upon which this band was engaged, 
gives a fair idea of the constitution of a regimental 
band of the period. 5 

Band of Musick, Royal Regiment of Artillery, 

1762. 

I. The band to consist of eight men, who must also 
be capable to play upon the violoncello, bass, violin 
and flute, as other common instruments. 

"Kastner, "Manuel General de Musique Militaire," 1848. 
'For many years editor of the "British Musician," and 
later the "Orchestral Times." 

' " British Musician," March, 1896. 
"Farmer, "Memoirs of the Royal Artillery Band," 1904. 

9 
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II The regiment's musick must consist of two 
trumpets, two French horns, two bassoons and four 
hautbois or clarinetts; 6 these instruments to be pro- 
vided by the regiment, but kept in repair by the head 
musician. 

III. The musicians will be looked upon as actual 
soldiers, and cannot leave the regiment without a 
formal discharge. The same must also behave them, 
according to the articles of war. 

IV. The aforesaid musicians will be clothed by the 
regiment. 

V. So long as the artillery remains in Germany 
each musician to have ten dollars per month, but the 
two French horns to have twelve dollars per month, out 
of which they must provide their own bread; but 
when they arrive in England, each musician to receive 
one shilling, the two French horns one shilling and 
twopence per day; this payment to commence at their 
arrival in England. 

VI. The musicians shall be obliged to wait upon 
the commanding officer so often as he shall desire to 
have musick, without any hope of gratification, but if 
they shall be desired to attend upon any other officer, 
they are to have a ducat per night, but in England half 
a guinea. 

VII. Should the aforesaid musicians be taken sick 
they are to be attended by the surgeon of the regiment, 



'Ten instruments are here provided for eight men. — Vide 
Clause I. 
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for which they are to allow fivepence farthing sterling 
monthly to be given out of their wages. 

VIII. The two French horns will enter into pay, as 
soon as they sign their articles, the pay of the other six 
musicians, to commence as soon as they arrive at the 
corps. 

IX. (In the handwriting of Colonel Phillips.) 
Provided the musicians are not found to be good per- 
formers at their arrival they will be discharged, and at 
their own expense. This is meant to make the person 
who engages the musicians careful in his choice. 

W. Phillips, 

Lieut.-Col. Comdt. of British Artillery. 

Sundry instructions for "bands" are given in 
Simes's "Military Guide" (1772) and his "Military 
Course" (1777). Here are some of them: "The musi- 
cians must attend roll calling at all times when the 
regiment is on the march or under arms," and in action 
they are directed "to stay with their respective com-_ 
panies, and assist the wounded," practically the duties 
they perform to-day. Further, "they must be circum- 
spect and exact in keeping their instruments of music 
in order, and that they practise three times a week." 
" The most skilful of the band ought to be appointed 
bandmaster," says our author. "To his care and in- 
spection the others should be subjected"; and it was 
left to his discretion to " find out and practise the best 
adjudged pieces." For the guidance of commanding 
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officers, in their "choice of music masters," the follow- 
ing hint was given them : 

"They should be men whose regularity, sobriety, 
good conduct and honesty can most strictly be 
depended upon; that are most remarkably clean and 
neat in their dress; that have an approved ear and 
taste for music, and a good method of teaching; with- 
out speaking harshly to the youths, or hurrying them 
on too fast." 

Another interesting sidelight on the requirements of 
bandmasters of the period, is an advertisement that 
appeared in the "Daily Advertiser" in 1774: 

"WANTED, immediately, a person qualified as a 
Master Musician to a Military Band of Musick, who is 
a perfect master of the French Horn, and performs on 
other wind instruments, as great encouragement will be 
given. None need apply who is not a perfect master, 
and can be well recommended as a Person of great 
Sobriety and good character." 

Observe, how all these people harp on " sobriety " ! 
The " drunk as a fiddler " myth, was evidently still in 
full vigour at this date. In this connection, a reference 
to a most amusing article in James's "Military 
Dictionary" (1816) may not be out of place. 

" It has often been asked why the dress of musicians, 
drummers and fifers, should be of so varied and motley 
a composition, making them appear more like harle- 
quins and mountebanks than military appendages? 
The following anecdote will explain the reason as far 
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at least as it regards the British service: The musi- 
cians belonging to the guards formerly wore plain 
blue coats, so that the instant they came off duty, and 
frequently in the intervals between, they visited ale- 
houses, etc., without changing their uniform, and thul 
added considerably to its wear and tear. It will be 
here remarked that the clothing of the musician falls 
wholly upon the colonels of regiments; no allowance 
being specially made for that article by the public. It 
is probable that some general officer undertook to 
prevent this abuse by obtaining permission from the 
king to clothe the musicians, etc., in so fantastical a 
manner that they would be ashamed to exhibit them- 
selves at public houses, etc." 

Needless to say, there is not a grain of truth in the 
statement. So well informed a writer as James might 
have known that it had been the custom from time 
immemorial, to clothe musicians differently and on a 
more lavish scale from the "rank and file." At the 
period to which James refers, the general practice was 
to dress musicians in the colour of the regimental 
facings, in accordance with the Clothing Warrant of 
1751. So that bands might be seen in a variety of 
hues — red, blue, black, buff, white, orange, yellow and 
green (the latter in seven different shades). But 
revenons a nos moutons. 

Although bands were now being raised everywhere, 
the instrumentation was of the most meagre descrip- 
tion. Nothing would persuade the authorities to shift 
from the old harmonie musik combination. In the 
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cavalry, six men sufficed for a band, two clarinets, two 
horns and two bassoons, 7 and in the infantry a band of 
eight performers (two oboes added to the preceding) 
was rarely exceeded. Here and there a flute, trumpet 
or bugle 8 were adopted, but usually at the expense of 

'Hinde, "Discipline of the Light Horse," 1778. 

' Mr. W. Barclay Squire in the new " Grove's Dictionary " tells. 

us that bugle-horns were first mentioned in 1792. This is wrong. 

Grose ("Military Antiquities" — first edition) says that in the 

year 1761 there were some troops of Light Dragoons who used 
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some other instrument. Even an independent organisa- 
tion like the Honourable Artillery Company could 
only boast of a band (1783) of four clarinets, two 
horns, one trumpet and two bassoons. 9 A good illus- 
tration of an arrangement for military bands of the 
period may be seen above. 10 

The first notable additions to the military band 
were the serpent and trombone. The former was the 
natural bass of the ancient cornet family, which with 
this exception, had fallen into disuse. The bassoon 
had long been found insufficient to sustain the bass in 
the military band, and this now became the function 
of the serpent, 1 whilst the bassoon was pushed into its 
rightful sphere as a tenor instrument. The trombone 
was much later in making its appearance, not until the 
last decade of the century. Why this instrument, the 
true bass of the trumpet, should have lain idle so long, 
can hardly be explained, unless it was thought that the 
instrument would prove difficult to manipulate on the 



horns like post-boys. There are also documents in existence 
which show that bugle-horns were used by the Grenadier 
Guards band in 1772 (Marr, "Music for the People"). In 
Hinde's "Discipline of the Light Horse" (1778) there is not 
only a list of the sounds allotted to the bugle-horn, but the 
instrument itself is delineated. Lastly, in the "Lives of the 
Lindsays," there is an account of an action at St. Lucia in 
1778, where we are told that the "parley" was sounded on 
the bugle-horn instead of the drum, and the French not under- 
standing the novelty, fired on a flag of truce. 

'Baikes, " History of the Honourable Artillery Company." 
"Grieg, " Musical Educator." 

'Kastner, "Manuel General de Musique Militaire," 1848. 
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march. It is more probable that the apparent neglect 
proceeded from another cause. Once upon a time, 
the trombone was "hedged" with a sort of divinity, 
being confined to the use of church and king. But it 
fell into disuse during the eighteenth century, and 




Fig. 8. 

SEBPENT (0. 1780). 

Burney tells us that for the Handel commemoration 
of 1784, the only performers on the trombone to be 
found in England, were in the King's Military Band. 
No doubt, the adoption of the instrument by military 
bands was the first step to its revival in this country. 3 

' It may be remarked here, that it is the opinion of two well- 
known authorities (the Rev. F. W. Galpin and Mr. George 
Case) that since its introduction into the military band, trom- 
bone playing has become coarse. Mr. Galpin thinks the per- 
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Kappey, in his "Grove's Dictionary" article on the 
"Wind-Band," is scarcely just to our military bands 
of this period. This is what he says : " England 
having in no way contributed to improve or even in- 
fluence the progress of wind instrumental music, we 
have of necessity to pursue its course on the Continent, 
etc." Now this is not true. Kappey, being without 
data of the military music of the period (as 
he practically admits when he says : " It is difficult 
to trace the introduction of military bands into the 
English service"), wrote the above to relieve himself 
of the necessity of explaining the hiatus in his his- 
torical survey. 

In 1896, Breitkopf and Hartel published an elabor- 
ate edition of the "Music at the Prussian Court" 
("Musik am Preussischen Hofe"), collected from the 
treasures of the Royal Library. Among them are 
several English marches and pieces for military bands. 
It appears that these were sent over to Germany, with 
other specimens of English music, including the works 
of Handel and J. C. Bach, on the occasion of the 



version so serious that he recommends a return to the diapason 
tone, which was in vogue before the "military" got hold of 
the instrument. Now, I am not going to contest the state- 
ment any further than to call attention to that formidable 
passage for the trombone in the "Chorus of Furies" in 
Gluck's "Iphigenia in Tauride" (1779). This opera was 
written before the trombone came under the "doubtful influ- 
ence " (vide Mr. Case) of the military, and yet who can 
imagine this "terrific scale" as Berlioz calls the passage in 
question, played diapason, ! 

10 
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marriage of the Duke of York to Princess Frederica 
of Prussia in 1791. Herr Georg Thouret, the editor 
of the collection, makes some interesting remarks on 
English military music of the period which I will 
quote, together with others from Burney, Parke and 
Pohl, as a foil to Kappey's depreciation. 

"From the year 1750," says Thouret, "English mili- 
tary music made rapid and successful strides." 
Twenty years later : " English military music had 
no need to fear comparison with that of the Continent." 
He also says that "the English military march .... 
served as a model for Europe and made the graceful 
6-8 time for marches popular." 

The importance of English military bands of this 
period may be argued from the fact that such eminent 
musicians as J. C. Bach, William Crotch, William 
Shield, Renaigle, Dibdin, K. F. Horn and Malchair, 
of Oxford, wrote for them. 

Rousseau had paid a great compliment to the bands 
of the Germans, and indeed it was the general impres- 
sion that military music had reached its highest 
development with them. Yet, that our English bands 
were as good as anything on the Continent, we have it 
on the authority of no less a person than the eminent 
musical historian, Burney. In his "Present State of 
Music in Germany," he writes under Mannheim (1772) : 
"The first music I heard was military. I lodged on 
the Place d'Armes, or parade; the retraite had only 
drums and fifes; and in the morning there was nothing 
worth listening to. If I had had an inclination to 
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describe in a pompous manner merely the effects of 
wind instruments in martial music, there had been no 
occasion to quit London; for at St. James's, and in the 
park, every morning, we have now an excellent band; 
and hitherto, as I had not seen more soldier-like men 
in any service than our own, so the music and musi- 
cians of other places, exceeding ours in nothing but 
the number and variety of the instruments; our mili- 
tary music, at present, must seem to have made great 
and hasty strides towards perfection, to all such as, 
like myself, remember, for upwards of twenty years, 
no other composition made use of in our foot guards 
than the march in 'Scipio,' and in our marching regi- 
ments, nothing but side drums." 

Frederick Nicolai (1733-1811), another musical 
litterateur who visited Vienna in 1781, speaks in terms 
of high praise of a military band which consisted of two 
shawns (? oboes), two clarinets, two horns, one 
trumpet, two bassoons and a side and bass drum, and 
expresses astonishment at Eurney who heard it while 
he was collecting materials for his great history, yet 
did not think it worthy of mention. 3 After reading 
Burney's encomium of our bands, we can quite under- 
stand why he failed to notice the Viennese band. 

Burney's reference to the march in " Scipio," is ex- 
tremely interesting, since it partly confirms the tradi- 
tion which Rockstro mentions in his " Life of Handel," 
that the well-known strains which open the first act of 

"Kappey, "Military Music." 
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opera, was specially composed by Handel as a parade 
slow march for the Grenadier Guards before it was 
introduced into " Scipio." This opera was composed 
in 1726, and we may reasonably infer (accepting the 
truth of the story) that the band of the Grenadier 
Guards at this date was certainly no "hole and 
corner " affair to attract the attention of Handel. The 
stately old march is still played by this band under 
the title of the " Royal Guards March." While speak- 
ing of marches, it may be of interest to mention a 
march which Samuel Wesley composed when a boy, 
specially for one of the guards' bands, part of which 
was published for pianoforte in the " Musical Times," 
March, 1907. What the original arrangement was is 
not stated. It was probably the march composed in 
1777 for horns, oboes, bassoons and serpent mentioned 
in the list of his works. 4 

Of the development of the bands of the foot guards, 
we have an account in the "Musical Memoirs" of 
W. T. Parke, one of the leading oboe players in 
London at the close of the eighteenth century. The 
author says : " The bands of the three Regiments of 
Guards consisted in 1783 of only eight performers, two 
oboes, two clarinets, two horns and two bassoons. They 
were excellent performers on their instruments, and 
hired by the month, being well paid. They were not 
attested, and only played from the parade at the 
Horse Guards to St. James's Palace while the King's 



'Grove, "Dictionary of Music," etc. 
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Guard was mounted, and back again from there to the 
Horse Guards. Lord Cathcart, an officer of the Cold- 
streams, desired the band to play during an aquatic 
excursion to Greenwich. This the musicians deemed 
incompatible with their respectable musical engage- 
ments and they declined to do it. The officers, who 
had to subscribe the pay of the band, became desirous 
of having a band which they could command on all 
occasions, and a letter to that effect was written to the 
Duke of York, colonel-in-chief of the regiment. The 
duke being at that time in Hanover, consented to the 
wish of his officers, and, with the approval of the 
king, a band of a much larger number than hitherto 
employed, and entirely composed of Germans, was 
sent over. It consisted of twenty-four members, and 
included clarinets, horns, oboes, bassoons, trumpets, 
trombones and serpents, whilst three black men were 
employed to beat the tambourine and carry a crescent." 

Pohl, in his "Mozart and Haydn in London," gives 
an account similar to the above, adding that this 
Guards' band reached such a state of perfection as 
"to attract the public to St. James's Park," where it 
performed daily, and moreover gave the idea to the 
Prince of Wales (afterwards George IV) of forming 
his famous court military band. 

Parke and Pohl are wrong, however, in one particular. 
The regimental records show that this first band of 
attested soldiers for the Coldstreams was formed in 
1785, when twelve (not twenty-four) musicians were 
enlisted in Hanover by the Duke of York, one 
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of their number, Christopher Frederick Eley, being 
appointed bandmaster with the high-sounding title of 
"music-major." The performers comprised four 
clarinets, two oboes, one trumpet, two horns, two 
bassoons and one serpent. The trombones and the 
three black men with their "Turkish music" mentioned 
by Parke and Pohl were later additions. It was the 
adoption of the latter which resulted in a complete 
alteration in the character of military bands, and was 
the means of giving it a defined position in the realms 
of music. 



CHAPTER VI. 

TURKISH MUSIC. 

A RATHER prominent influence upon the construc- 
tion of the military bands of Europe, says Mr. 
Kappey, 5 was exercised by those of the Janis- 
saries, the powerful soldiers of the Turkish empire. 
Their bands usually comprised three small and two 
large oboes, and one or more fifes, all of a very shrill 
character which were shrieked in unison, to the accom- 
paniment of three kettledrums — one large and two 
small, three or more tenor drums and one big bass 
drum whilst three pairs of cymbals and a couple of 
triangles were thrown in to lend additional colour. No 
wonder their enemies were vanquished, for this noise 
must have been simply irresistible. The noise notwith- 
standing, neighbouring princes soon became enamoured 
— at any rate with their appearance (as they were 
usually dressed in the most extravagant eastern style), 

'Kappey, "Military Music." 

n 
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and the King of Poland obtains from the Sultan one 
of these bands in " full rig." In a very short time the 
"Turkish music" contagion takes a hold of most 
European armies. The foundation of military bands 
in the Austro-Hungarian is said to date from 1741, 
when the Chevalier von der Trenck marched into 
Vienna at the head of his troops, preceded by a 
Turkish band. About the same time it finds its way 
into the corps d'elite of France, and Marshal de Saxe 
employs it in his Uhlans, during the war of 1741. This 
famous soldier had great faith in the value of the 
military band, and in his "Reveries" he gives as one 
reason the Romans were generally victorious, that they 
were made to march in time. " This," he says, " is the 

perfect secret It is the reason of the institution 

of marches and the beating of the drum." Even that 
mighty statesman and general, Frederick the Great, 
could not rest until he had sampled this "Turkish 
music," and so pleased was he with the imposing 
appearance of these orientals and their "tools" as 
Wagner would say, that he introduced percussion in- 
struments into all his regimental bands, engaging 
turbaned and bedizened negroes to manipulate them. 

Although this was "all the rage" on the Continent 
for quite half a century, England showed not the 
slightest inclination to add to the time-honoured har- 
monie musik combination by adopting it. Perhaps we 
ought to credit her with good sense. Yet Handel had 
the temerity to advise Gluck, who had failed to satisfy 
a London audience with the opera, "La Caduta di' 
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Giganti," that his music was too good for them. "If 
you want to work for the English," said Handel, " you 
must give them something tumultuous, like the rattle 
of drum-sticks or a drum." 6 As to the exact date when 
England succumbed to the "Turkish music" craze I 
am not quite certain. Grove says between the years 1805 
and 1808, but that is not correct. The Royal Artillery 
band had it as early as 1786. 7 There is an interesting 
reference to its introduction into the Guards' bands in 
Mrs. Pappendiek's chatty volumes, " Court and Private 
Life in the Time of Queen Charlotte." Under the year 
1788 (November) she says: "One circumstance greatly 
disturbed and vexed the King, and it is feared brought 
forward his direful malady to a more violent crisis, 
was the return of the Duke of York from Hanover, 
without permission, and the unceasing endeavours of 
His Royal Highness to persuade the King to allow 
him to introduce into the Guards' bands the Turkish 
musical instruments, with the ornamental tails, 
crescents, etc." 

Black men were, however, no novelty in our service, 
for in an interesting record of the Twenty-ninth Regi- 
ment by Major Everard, there are many particulars 
relative to the black drummers of that corps, who were 
first introduced in 1759. 8 They appear to have had 
even an earlier existence, as Scott introduces these 

'Newman, "Gluck and the Opera," 1895. 
'Farmer, " Memoirs of the Royal Artillery Band," 1904. 
' Everard, " History of Thos. Farrington's Regiment," 1891. 

II 



74 MILITARY MUSIC AND ITS STORY. 

"sable" musicians into "Old Mortality," and I have 
seen a negro kettledrummer in a battle picture, " Blen- 
heim, August 1 8, 1704," by R. Caton Woodville. A 
negro trumpeter in state dress, of the Royal Horse 
Guards (1742) is also shown in R. Simkin's "Our 
Armies." 

We may rest assured that our marching regiments 
soon recognised the enormous value of this "Turkish 
music," for the better regulation of the march. This 
was always a question of the highest importance in our 
service, and at the beginning of the nineteenth century, 
stringent regulations were issued to general officers of 
districts to report half-yearly whether bands in their 
command could "play in correct time." For the 
guidance of drum-majors and others it was* Ordered 
that "they should be attentive not to deviate in the 
most trifling degree from the time which will allow, 
within the minute, the exact number c^ stt^s pre- 
scribed by H.M. regulations." 9 To acquire the precise 
step the drum-major was compelled to practise his 
musicians to the "plummet," 10 whilst on the march he 
ensured a regular pace by a systematic motion of his 
staff or baton, which by the regulations he was required 
to turn " with an easy air one round, so as to keep time, 
and plant it at every fourth pace." 1 

Such excellent pace-makers as the bass drum and 



* "Regulations for the Army," 1811. 

" "Regulations for the Army," 1811. 

'James's "Military Companion," 1805. 
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cymbals would therefore be hailed with acclamation by 
the marching regiments, and were taken up immedi- 
ately. Besides these, there was the triangle, tambour- 
ine, 2 kettledrum and an instrument known to the 
" tommies " as the " Jingling Johnnie " or more politely 
as the chapeau chinois, all of which were included 
under the heading of " Turkish music." The " Jingling 
Johnnie" has long since passed away, and an illustra- 
tion is appended on that account. It was simply a 
pole surmounted by several crescents from which de- 
pended innumerable small bells. The shaking of its 
"sonorous locks," as Berlioz says, at regular intervals,, 
gave much brilliancy to marching music. 3 

The black men who played these instruments were 
dressed in most elaborate uniforms, with gorgeous 
slashed tunics and high feathered turbans of great 
splendour. 4 It was part of their business to perform 
all sorts of contortions and evolutions whilst playing 
their instruments. One writer says: 5 "I have often 



' These were very large. Colonel Shaw-Hellier exhibited one 
at the Worshipful Company of Musicians' Exhibition, dated 
circa 1750 (? later). 

"It fell into disuse about sixty or seventy years ago. The 
idea survives in the modern glockenspiel or "chimes," an 
instrument constructed of vibrating bars of steel, played with 
a metal "striker." Among other survivals of the "blacks," I 
may mention the tiger or leopard skin which adorns the big 
drummer nowadays, and the display which drummers make 
with their sticks. 

'Everard, "History of Thos. Farrington's Regiment," 1891. 
""British Bandsmen," August, 1890. 




Fig. 9. 

JINGLING JOHNNIE. 
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heard old soldiers of that period talk of the antics 
these negroes were so fond of displaying while on the 
march, such as throwing up a bass drum-stick into the 
air after the beat, and catching it with the other hand 
in time for the next; shaking the 'Jingling Johnnie' 
under their arms, over their heads, and even under 
their legs, and clashing the cymbals at every point 
they could reach," 

But matters were really overdone in this particular, 
and regiments returning from West Indian service 
were the objects of envy in proportion to the number 
of "blacks" they could muster in the ranks of their 
bands. A writer in the " Quarterly Musical Register " 
for 1812, willingly allows that although a great 
number of excellent performers are to be found 
in the military bands, he complains that their music " is 
so often drowned by the drumming, and other noise, 
with which it is too frequently accompanied." Some 
bands actually had quite one third of their members 
performing upon instruments of percussion. They 
had the good sense, however, to introduce in time a 
further variety of wind instruments to reduce this pre- 
ponderance of noise. But this I will deal with in 
another chapter. 

A word in conclusion about the "blacks." They 
remained a feature of our bands until the accession of 
Queen Victoria, and in less than ten years from then 
scarcely any regiments had one on their establishment. 
Possibly the last in the cavalry was the black trumpet- 
major of the Fourth Light Dragoons, who served as 
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late as 1842. 6 The Twenty-ninth Foot, who had made 
a specialty of their " blacks," parted with their last man 
in 1 843J The Second Life Guards employed three 
black trombone players until just before the Crimean 
War, and the Coldstream and Scots Guards had one 
man each at the same time. John Baptist was the 
name of the "coloured" gentleman of the Scots, but 
alas ! he was no " forerunner " ; he was the last of his 
profession, and very soon, he too had " gone where de 
good niggers go." 



"Marr, "Music and Musicians," etc., 1887. 
'Everard, "History of Thos. Farrington's Regiment," 1891. 



CHAPTER VII. 

THE INFLUENCE OF THE FRENCH REVOLUTION. 

FROM the military spirit aroused by the first 
French republic, and more especially through 
the inordinate elevation of military life by the 
great Napoleon, came a fresh impulse to military 
music, the development of which was destined to out- 
strip in some respects, the progress then taking place in 
Prussia. When the opera house and the fashionable 
concerts of the aristocracy closed their doors for lack 
of patrons, the musicians transferred their services to 
the bands organised by the people. For the grand 
fetes of the revolution, wind bands of enormous pro- 
portions were organised, and the first composers in the 
land wrote for them. Foremost amongst the bands 
which took part in these great public ceremonials, was 
that of the National Guard. It was formed at the 
outbreak of the revolution by a Captain Sarrette, who 
gathered together forty-five able military bandsmen 
for this purpose. The strength was then raised to 
seventy, and no less a person than Gossec, the most 

79 
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important French composer in the latter half of the 
eighteenth century 8 was appointed bandmaster, with 
Catel as his assistant. They wrote a vast amount of 
music for military bands, including symphonies. After 
three years this band was dissolved by the Convention, 
but Sarrette managed to keep his players together, and 
eventually formed a free music school, in which the 
members of the band were appointed teachers. When 
the military spirit was abroad once again, it was 
Sarrette's school that provided regimental bands for all 
the corps d'armee of France, which led the Convention 
to bestow upon the school the title of " Institut National 
de Musique." In 1795, this was amalgamated with the 
" Ecole du Chant et du Declamation," under the decree 
of the government as the "Conservatoire de Musique," 
Sarrette being appointed director, the first of that 
brilliant line which includes Cherubini, Auber and 
Ambroise Thomas. Thus the world-renowned Paris 
Conservatoire had its origin in the ranks of military 
music. 

Under Napoleon, military bands made enormous 
strides, not only in matter of numbers, but in executive 
capacity. In 1802 however, for reasons of economy, 
he suppressed bands in cavalry regiments, and is said 
to have remarked that the cavalry bandsmen were 
monopolising horses and equipment with which he 
could furnish four regiments. When financial pros- 
pects for the army were brighter, the cavalry had their 

' Naumann, "History of Music." 
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bands restored. They were instrumented thus : Six- 
teen trumpets, six horns and three trombones, but 
kettledrums were only allowed to the guards, cuirassiers 
and carbiniers. 9 

In the regiments of infantry, bands comprised : 

1 Flute (Small). 2 Cymbals. 2 Side Drums. 

1 Clarinet, F. 2 Trumpets. 1 Bass Drum. 
16 Clarinets, C." 1 Bass Trumpet 1 Tenor Drum 

4 Bassoons. (Buccin). 2 " Jingling John- 

2 Serpents. 4 Horns. nies." 

1 Triangle. 3 Trombones. Total, 43. 

These fine bands of the Napoleonic armies, says 
Kappey, were considered the finest in existence, hence 
the great influence they exercised upon the improve- 
ment of those of other nations, with whom the con- 
queror came in contact. " Composers for the first time 
got a conception of the capabilities of this hitherto 
despised branch of musical art; open air music was 
lifted into a superior position." How this great move- 
ment influenced our bands in England we shall see 
presently. 

It has been said that the best military bands in 
this country a century ago were those attached 
to the militia and volunteers, which since their 
reorganisation during the American War, had become 
a very popular branch of the service. In Ireland too, 



' Napoleon instituted a school for cavalry trumpeters at 
Versailles which existed from 1805 to 1811. 

" Clarinets in F and C were employed universally in military bands at this 
period. Note Beethoven's works for same, and Mendelssohn's Overture in C. 
In France, the B flat (and the E flat?) came into use in 1814, and were made 
oompnlsory in 182b. 

12 
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says Mr. Grattan Flood, the era of volunteers (1774-84) 
was marked by band music, and almost every corps 
had a wind band. The superiority of these bands 
may be easily accounted for. First, the musicians 
were engaged, not enlisted as soldiers. Secondly, the 
colonels and officers were generally wealthy noblemen 
and gentlemen resident in the counties, and well able to 
maintain these bands. The bandmasters were invari- 
ably eminent local musicians. 

The famous astronomer, Sir William Herschell (1738- 
1822) was at one time bandmaster of the Durham 
Militia {circa 1759). John Kohler, the instrument maker, 
was bandmaster of the Lancashire Volunteers some 
time prior to 1780. The well-known John Parry (1776- 
185 1), composer and critic, was bandmaster of the 
Denbigh Militia (1797- 1807). Samuel Mather (1783- 
1824), the founder of musical festivals in Yorkshire, 
and a fine organist, was bandmaster of the Sheffield 
Volunteers (1805). Johann Logier (1777-1846), the in- 
ventor of the " chiroplast," was bandmaster of the 
Kilkenny Militia (1807). 

Among these bands of the auxiliary forces there 
were some curious combinations. For instance, the 
R.E. Middlesex Militia, about 1776, had a band of 
"Pandean reeds," for which the bandmaster, H. Eber- 
hardt, published a tutor, the preface of which contains 
instructions of such an original character that they are 
worth reproducing. First we are told that the " Pan- 
dean pipes are instruments now generally used in 
regimental bands and much approved of in the King's 



THE INFLUENCE OF THE FRENCH REVOLUTION. 83 

Guards." Then we have the following directions for 
their use : 

" There are four pipes commonly used, viz. : First, 
second, Tenor and Bass : the first thing to be acquired 
on this instrument is to sound every note clear and 
distinct, which is done by placing the Instrument 
against the Lips in a direct line, and blowing into each 
pipe, which is done without any difficulty, giving each 
Note a distinct articulation, except in Bars of Music 
consisting of running passages which are executed very 
rapid, passing clear and distinct from Pipe to pipe, 
tipping the first note of every passage. The key of 
this instrument is generally in the key of D Major, 
with two sharps, consequently the other Instruments 
which assist are put in corresponding keys. The B 
Fifes or Flutes, serve as an excellent support to the 
reeds, the Music for which in order to play with them 
are transposed (provided the reeds are in the Key of 
D) into the key of G. The thirds are produced in a 
manner surprising and with great effect by pressing 
the Lips against the centre Pipe of two, and blowing 
at each outside Pipe. Observe, when an accidental 
Note occurs as G sharp or C Natural, it must be taken 
by the Flutes or Fifes, accompanying the Pipes, and 
all the small notes, where there are two, must be taken 
by such instruments." 

Then there is a record of another band, which occurs 
in a letter written in 1793 by Mr. W. J. Mattham, an 
innkeeper at Lavenham, Suffolk, which says : 

" We have had four (?) companies of the West 
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Middlesex Militia quartered upon us for three days, 
consisting of three officers and forty -nine men, who 
had the best band I ever heard — 'tis worth mentioning 
for those who are lovers of superior music. It consisted 
of five clarinets, two French horns, one bugle horn, one 
trumpet, two bassoons, one bass drum, two triangles 
(the latter played by boys about nine years old); and 
the clash-pans by a real blackamoor, a very active man, 
who walked between the two mulattos, which had a 
very grand appearance indeed." 

Whatever was the state of music in England at the 
close of the eighteenth century, the military bands, at 
any rate, compared favourably with those on the Con- 
tinent. We have already seen that Burney had passed 
a similar opinion in 1777, and from a glance at the 
following tables it will be evident that the same ex- 
cellence waa maintained : 



ENGLAND. 


FRANCE. 


PRUSSIA AND 


(1794.) 


(1795.)' 


AUSTRIA. 


Grenadier 




(1800.) 


Guards. 


Corps d' Elite. 


Line Regiments. 


1 Flute. 


1 Flute. 


2 Flutes. 


6 Clarinets. 


6 Clarinets. 


2 to 4 Clarinets. 


3 Bassoons. 


3 Bassoons. 


2 Oboes. 


2 Serpents. 


1 Serpent. 


2 Bassoons. 


1 Trumpet. 


1 Trumpet. 


2 Trumpets. 


3 Horns. 


2 Horns. 


2 Trombones. 


Drums, etc. 


2 Drums, etc. 


1 Serpent or Con- 
tra Bassoon. 
4 Drums, etc. 


The influence 


of the mighty 


wind instrumental 



1 This, according' to Kastner. Fetis gives the following as the composition 
of French regimental bands under the Revolution : One piccolo, two horns, 
four olarinets, two hautboia, two bassoons, three drums, etc. 



THE INFLUENCE OF THE FRENCH REVOLUTION. 85 

combinations of Napoleon's armies, then came to be 
felt, and progress was, as the French say, " in the air." 
As an illustration of the rapid developments which our 
bands were making, we may take the band of the 
Royal Artillery. Until 1792 this organisation only 
numbered eight musicians. In this year nine are 
allowed, and two years later the strength is increased 
to ten. In 1802 an augmentation is made to twenty- 
one, and in 18 12 the band numbers thirty-five exclusive 
of three black drummers. Such developments as these 
would scarcely pass unnoticed, and so we find in the 
"Quarterly Musical Register" for 1812 (No. 3) there 
is "a retrospect of the state of music in Great Britain 
since the year 1789," and the "military band" is 
included in the survey. We are told that : 

"The military bands of music have been much 
enlarged, and the serpent, trombone and the German 
flute, as well as the different kinds of smaller flutes, 
have been introduced in them, which formerly were not 
generally used. England therefore has at present a 
great number of excellent performers on the different 
wind instruments." 

Towards the close of the eighteenth century our 
cavalry regiments began to perceive that something 
might be done in the way of improving their music for 
mounted purposes. Although cavalry regiments had 
generally adopted bands for dismounted duties, the 
trumpets and kettledrums were all they could boast of 
when "boot and saddle" sounded. The first step 
towards extending the scope of the trumpeter bands, 
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was the recognition of the French horn, which was 
found useful in sounding the more elaborate signals, 
the "retreat" for instance. Combined with the 
trumpet, some " showy " flourishes could 
be obtained, and the authorities were 
not slow to observe the excellent results. 
All that was now required was a " bass," 
and so the natural complement to the 
trumpet family was requisitioned — the 
trombone. Then another instrument 
takes a place in mounted bands — the 
serpentcleide (a portable serpent), which 
in later years, when constructed in 
brass was known as the "bass horn." 
In Maclise's picture of the meeting of 
Wellington and Bliicher at "La Belle 
Alliance," there is depicted a mounted 
Q - II band of a Prussian hussar regiment 

which consists of trumpets, French 
horns and bass horns. 

The date when mounted bands gen- 
erally came into vogue, cannot be 
Fig. 10. located with certainty. The last de- 
sebpbntcleide. ca d e f the eighteenth century would 
perhaps be a fair guess. At all events, our two regi- 
ments of Life Guards had them in 1795. 

In these days there were no such things as 
"valves" in brass instruments, and their scale was 
therefore imperfect. So we can understand how limited 
the efforts of these brass bands were, being restricted 
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to the harmonics of their instruments. Some little 
variety had been obtained by having trumpets and 
horns pitched in various keys, but to little purpose, 
from a point of progress. There had been the appli- 
cation of the slide to the trumpet, after the manner of 
the trombone, yet it appears to have been neglected. 




Fig. 11. 

KEY-BUGLE. 

Then came the invention of a " valve," although not as 
we understand it at present, by an Irishman named 
Clagget. To this also little attention was paid. There 
is, hoWever, a record that the first circular bass tuba 
with rotary action valves used in this country, was 
made for the Second Life Guards in i8og, a which was 
probably on Clagget's system. 

The first really successful attempt at giving a com- 
plete scale to brass instruments was the invention of 
the key-bugle. This was brought out by James Halli- 
day, bandmaster of the Cavan Militia, who registered 
his patent in 1810. 3 The Duke of Kent heard Halliday 

'Rose, "Talks with Bandsmen." 
'Riemann, in his "Dictionary of Music," says the key-bugle 
dates from 1820-35, which is incorrect. 
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perform on the instrument at Dublin, and was so struck 
with the innovation that he encouraged its adoption 
by our regimental bands. Halliday out of compli- 
ment to his patron called the instrument the Royal 
Kent Bugle, and not only did it become the mainstay 
of our bands, but also found its way into the orchestra. 
The excellent performances of Distin, the solo bugle 
player in the Grenadier Guards band, led Sir Henry 
Bishop to assign it a solo in his overture to "Guy 
Mannering" (1816). 

From the idea of the key-bugle, an instrument which 
afterwards became a valuable adjunct to both the 
military band and orchestra, was evolved, viz., the 
ophicleide. It was simply a bass key-bugle, being an 
octave lower than that instrument. It is recorded 4 
that at the Battle of Waterloo the ophicleide was used 
by both the English and Belgian armies, and Grove 
says that it seems agreed on all hands that the French 
were made acquainted with the instrument during the 
occupation of Paris by the allies in 181 5. 

This brings us to the war with France, which I must 
not forget to mention in connection with bands. 
During the campaign in the Peninsular the line regi- 
ments had their bands with them at "the front." 
Although it was the regulation, or at least the custom 
to send bands to the rear whenever a battle was 
imminent, yet we frequently read of them in the 
"fighting line." At Busaco, our soldiers, weary and 

'Rose, "Talks with Bandsmen." 
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starving, were hard pressed by the French, and victory 
seemed questionable. The Duke of Wellington at 
once sent forward the bands to play the national 
anthem, and instantly the men seemed 
to fight with fresh vigour. The battle 
was won. An officer who was present, 
subsequently wrote : " I saw one com- 
pany waver, but a non-commissioned 
officer shouted that as long as that 
music lasted every man should fight, 
and he would put a bullet into the 
first person who exhibited signs of 
cowardice." At Talavera, two bands 
were entrenched in a ravine out of the 
way of the flying bullets, and with 
stirring music goaded on their com- 
rades. At Salamanca the Thirty- 
second were fortunate to recapture the 
big drum which their band lost during 
the retreat to Corunna. 

An interesting account of the band 

of the Forty-eighth Regiment during 

. this campaign may be found in Cob- 

bold's " Mary Ann Wellington." From 

this work we find that the Forty-eighth 

raised their band in 1798. The band 

Fig. 12. of this regiment in the war, consisted 

ophicleidb. f thirteen men, and the bandmaster 

and drum major. The exploits of the latter fill quite 

half of Cobbold's book. 

13 
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All this campaigning would scarcely leave regi- 
mental bands in good form, and it is feared that they 
earned an experience somewhat similar to that after- 
wards obtained in the Crimea. An old Peninsular 
officer said 5 that he never felt so ashamed of our 
meanness and neglect of military prestige, as when he 
marched into Paris in 1814, and heard the fine bands 
of other nationalities, compared to the meagre and 
scanty musical display of the British troops. 

Then came Waterloo. Bands have been mentioned 6 
as having taken part in the great battle, but there is no 
mention of them in any of the accounts of that event, 
or in any regimental record. 7 After the battle bands 
appear much in evidence. It is recorded 8 that our 
regiments had their bands when they made their 
entrance into Paris, and on that occasion played a 

' " British Bandsmen," April, 1888. 
•Rose, "Talks with Bandsmen." 
' At the Royal Military Exhibition (1890), Messrs. J. and R. 
Glen, of Edinburgh, exhibited a bassoon "believed to have 
been used " by the Forty-second Highlanders during the 1815 
campaign. There is also a bass drum belonging to Seventh 
Hussars, said to have been picked up on the battlefield of 
Waterloo (" Worshipful Company of Musicians' Exhibition 
Catalogue," 1904). Against the use of the latter at the battle 
of Waterloo one writer has urged, that as the Seventh Hussars 
were mounted at the battle, a bass drum would have been no 
use to a mounted band. This is quite an error. Mounted 
bands of the period carried the bass drum on horseback (see 
Kastner), and even in recent years a similar custom was in 
vogue in Austria. 

'"Dictionary of Musicians," 1825. 
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march based on the patriotic song, "The Glorious 
Sixth of May." 

Our regiments of foot guards, not to be outdone by 
the Germans and Austrians who formed part of the 
allied army, and were well provided with bands, gave 
instructions for their bands, left behind in London, to 
proceed to France to join their regiments which were 
to form part of the army of occupation. So the bands 
of the First Grenadier Guards, Coldstream Guards and 
Scots Fusilier Guards were stationed in Paris for the 
period of about six months. During a grand review 
which took place before the Grand Duke Constantine 
of Russia, the Marquis of Wellington, and other dis- 
tinguished officers of the allies, the band of the Grena- 
dier Guards attracted considerable attention, and the 
Grand Duke was very much impressed by a member of 
the band who played the key-bugle. This instrument 
was a great novelty at the time, and the performers 
were usually placed for "show" on the wings of the 
front rank. 9 The Grand Duke was curious to learn 
something about the new instrument, and the band was 
ordered to cease playing, the performer, who was the 
famous John Distin, being commanded to appear before 
His Highness. The Duke carried on an animated con- 
versation upon the merits of the key-bugle, and Distin 
was asked to obtain an instrument for him to take 
back to Russia. Halary (not HaleVy, as Distin's son, 



' Hence no doubt the origin of the German name for a similar 
instrument the Fliigel horn. 
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Theodore, relates) the famous Paris instrument maker 
was commissioned to make a replica of Distin's in- 
strument, which was eventually presented to the Duke. 
It may be added that Distin was handsomely rewarded 
for his pains. Two years afterwards Halary patented 
his key-bugle family of three — the clavitube (a key- 
bugle), quintitube (an alto ophicleide) and the ophi- 
cleide, which were adopted by the French army. This 
is the only reference I have seen to our Guards' bands 
during their sojourn in Paris. At a grand ball given 
by Wellington, when the Order of the Bath was con- 
ferred on Bliicher and others, a traveller notes 10 that a 
military band (one of the Guards no doubt) played in 
the court of the hotel, but does not say anything of its 
performances, or even mentions its name. He speaks, 
however, of the pleasure he derived from listening to 
the celebrated band of the Emperor of Austria, which 
"surpassed .... any military orchestra" he ever 
heard. 



" Scot, " Journal of a Tour to Waterloo and Paris, etc.,. in 
1815." 



CHAPTER VIII. 

FORTY YEARS' PEACE. 

'"""THE piping time of peace "which followed the 
1 Treaty of Paris (a stretch of forty years) gave 
the British army ample leisure to develop its 
taste for military music. No sooner had the war fever 
subsided, than attention was immediately directed to 
the regimental bands. Not that the War Office looked 
upon them with any favour, for bands were still in 
their eyes — so much "gingerbread." The only official 
sanction that the regulations of 1803 gave, was to 
permit one private soldier in each troop or company to 
be trained as a musician, and a sergeant to act as band- 
master. So strict were the authorities in this particu- 
lar, that general officers of districts were required to 
report half-yearly that bands under their command 
were kept within the prescribed limit. In 1822, the 
number of musicians for the regimental band is fixed 
at ten, not including "black men" or boys. The fol- 
lowing year, the commander-in-chief was pleased to 
direct that " the establishment of each regimental band 

throughout the service shall be a sergeant (master) and 
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fourteen " musicians." Here was progress for certain ! 
Slowly but surely the government was finding out the 
value of the military band, and so we find that in 1837, 
they come to the view, that the formation of a " band of 
music" was "essential to the credit and appearance of 
a regiment," and tacitly insisted upon. 

In spite of these instructions with regard to the 
strength of bands, ways and means were soon found to 
augment the regulation fourteen musicians to twenty- 
five or thirty. 1 This was managed by enlisting the 
services of men from the ranks, who were termed acting 
bandsmen, and in certain "crack" regiments, profes- 
sional men were employed from civil life. With the 
exception of the Royal Artillery, no grants were made 
by the government for the support of these bands and 
most of the expense for their upkeep was borne by the 
officers, although in many regiments the "non-effective 
fund" still served for this purpose. 2 By a Horse 
Guards order of 1823, all officers were compelled to 
contribute to a fund for the support of the regimental 
band. 3 The band of the Royal Artillery was the only 

'The band of the Royal Irish Artillery in 1801 consisted of 
about thirty-five members. — Browne, "England's Artillery- 
men." The Royal Artillery Band in 1812 numbered thirty- 
eight. — Farmer, "Memoirs of the Royal Artillery Band." 
The Coldstream Guards had a band of twenty-two in 1815. — 
Mackinnon, "Records of the Coldstream Guards." 
'Grose, "Military Antiquities," 1801. 

' This was fixed at twenty days' pay on appointment to any 
commission, and twelve days' pay per annum. — Campbell, 
"Dictionary of Military Science," 1830. 
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one officially recognised in the "Army Estimates," in 
which allowances were made for one bandmaster, one 
sergeant, two corporals and eighteen musicians (who 
received a special rate of pay) together with one 
hundred pounds per annum for the supply of music and 
instruments. It must not be thought that the Artillery 
were specially favoured. The explanation is to be 
found in the fact that prior to 1855, Horse Guards had 
nothing to do with this branch of the service, which 
was controlled by a Board of Ordnance. 

At this time, the "grovelling superstition" as Glad- 
stone called it, was abroad, that none but foreigners 
knew anything of musical matters, and so we find the 
majority of the bandmasters, and not a few bandsmen 
in our service were either Germans or Italians, a circum- 
stance which reflected little credit on our national 
enterprise, to say nothing of assisting the popular 
delusion about "unmusical England." 

Some officers actually selected their men personally 
when abroad, others would approach some distinguished 
musician to recommend bandmasters to them, just as a 
certain colonel of the Fourth Dragoon Guards impor- 
tuned Mendelssohn for this purpose. The majority, 
however, were supplied by the various firms of instru- 
ment makers. 

Although the government allowed a sergeant in each 
regiment as bandmaster, the latter invariably refused 
to be enlisted except perhaps in a corps whose officers 
had short purses, when an attested man meant less ex- 
pense, and therefore insisted upon. Occasionally we 
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find a bandmaster, who as a bandsman had attracted 
the attention of the commanding officer, and had been 
nursed and partially trained for the position. There 
was also a fair sprinkling of appointments from the 
ranks of the staff bands. Civilians reigned almost 
everywhere, and the incongruous spectacle of a con- 
ductor in civilian attire, directing a regimental band, 
would occasionally be seen. This class, both English- 
man and foreigner alike, invariably declined to serve 
abroad, and terminated their engagement when a regi- 
ment was ordered there, looking out for a homecoming 
regiment with a vacancy. 

In these days each band was formed on its own 
model using instruments of whatever kind or pitch 
the officers or bandmaster liked. The latter seems to 
have had a free hand in such matters. Indeed it was 
quite an understood thing, that when a new band- 
master took over his appointment, his first action was 
to condemn all the instruments in use, a custom which 
served the two-fold purpose of gratifying his own 
particular instrumental combination fad, and of re- 
warding the instrument maker to whom he owed his 
appointment, by ordering a new set of instruments. 
Regiments that had a substantial " band fund " would 
engage trained professionals, mostly from abroad, at 
big salaries, and obtained the best instruments procur- 
able. " As a matter of course," says Kappey, " a certain 
rivalry soon arose between the different regiments as 
to the superiority of their bands. Whatever may be 
said of such a system, it is undeniable that the musical 
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results were in many cases notable, and the service 
could boast (sixty or seventy years ago) of many 
superior bands." 4 

One striking result of the rapid development of 
military bands, was the adoption of one by King 
George IV, which he maintained in addition to the 
court orchestra. His predecessor, Thackeray's "dapper 
little George," had tried a similar thing, but it was not 
to be compared to the wonderful organisation of 
George IV, which was acknowledged in its time as " the 
finest in Europe." It was originally formed from the 
band of the Tenth Hussars, but in the course of time 
absorbed some of the finest wind instrumentalists in 
Europe. The bandmaster was Christian Kramer, "a 
musician of the very first order," says the old "Bio- 
graphical Dictionary of Musicians" (1825). Among the 
"lions" of the band was Schmidt — allowed the first 
trumpet in Europe. " His flourish was the most terrific 
and appalling thing ever heard from a musical instru- 
ment." Rehns was one of the horns, and a marvel, and 
the King was extremely partial to him. Spellerberg 
was the principal oboe, and Eisert the solo clarinet. 
The first bassoon was Waetzig, afterwards bandmaster 
of the Second Life Guards, whilst Albrecht and 
Schroeder were principal alto and tenor trombones. 
The first serpent player was Andre, whose marvellous 
notes were the amazement of everybody. Kramer, the 
bandmaster, arranged a prodigious amount of music 

"Kappey, " Military Music." 
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for the band. From the most delicate song to the 
magnificent symphonies of Haydn, Mozart and Beet- 
hoven, and even the grandest of Handel's choruses, he 
preserved the bearing of each class throughout, and 
with so nice an attention to the particular cast of ex- 
pression appertaining to each instrument. His know- 
ledge of the effects of instruments was great. 5 
The band was instrumented thus : 

4 Flutes. 2 Serpents. 1 Tenor Trombone. 

3 Oboes. 4 Trumpets. 4 Bass Trombones. 
12 Clarinets. 5 Horns. 2 Drums. 

4 Bassoons. 1 Alto Trombone. Total 42. 

Not at all a bad combination for so-called "unmusi- 
cal England." Of course it may be urged that this 
was a specially-selected organisation, and not to be 
taken as a specimen of English military bands of the 
period. Yet we shall see that some regimental bands 
were on as good a footing as the king's band, at least 
in numbers. 

Here is the Royal Artillery band circa 1 820 : 

2 Flutes. 3 Key Bugles. 1 Ophicleide. 

3 Oboes. 2 French Horns. 2 Serpents. 

11 Clarinets. 1 Alto Trombone. 2 Bass Horns. 

3 Bassoons. 1 Tenor Trombone. 5 Drums, etc. 

2 Trumpets. 1 Bass Trombone. Total, 39. 

Since Kastner, the historian of French military music, 
tells us that the Prussians and Austrians had incontest- 
ably the best bands at this time, we may take a glance 
at their construction and compare them with our bands 
and those of the French. 

""Biographical Dictionary of Musicians," 1825. 
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FRENCH INFANTRY. 

(1825.) 
(After Odier.) 
2 Flutes, F or E flat. 
2 Clarinets, F or E flat. 
4 Oboes. 

12 Clarinets, B or C flat. 
6 Bassoons. 
2 Contra Bassoons. 
2 Trumpets, F and E flat. 
4 Horns, F and E flat. 
2 Trombones. 

Total 36. 



AUSTRIAN INFANTRY. 

(1827.) 

(After Swoboda.) 

1 Piccolo, D flat. 

2 Clarinets, A flat. 
1 Clarinet, E flat. 
9 Clarinets, B flat. 
1 Bassoon. 

1 Serpent. 

2 Key Trumpets, E flat. 
2 Trumpets, A flat. 
2 Trumpets, E flat. 
1 Trumpet, F. 
1 Trumpet, C. 

1 Trumpet, E flat. 

2 Horns, E flat. 
2 Horns, A flat. 
2 Trombones. 

1 Bass Trombone. 
1 Side Drum. 

Total 32. 

Neither of these bands can compare as instrumental 
combination to those of the English, at least according 
to modern tastes. In the Austrian band there are only 
two bass instruments (a serpent and a bass trombone) 
and three tenor instruments (two trombones and one 
bassoon), whilst in the English band, a better balance 
is maintained with five bass instruments (four serpents 
and bass horns and one bass trombone) and five tenor 
instruments (three bassoons, one ophicleide and one 
trombone). 

" The music that bands played at this period," says 
Dr. Niecks, 6 "consisted for the most part of arranged 



'"Edinburgh. University Historical Concert Programme,' 
December, 1906. 
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music, chiefly operatic. Musical advertisements and 
catalogues, as well as statements by contemporaries 
support this view, which is strikingly and delightfully 
illustrated by Mozart in the second act of his dramatic 
chef d'ceuvre, where Don Giovanni's musicians (two 
oboe, two clarinets, two horns' and two bassoons, the 
most complete and a very common combination) enter- 
tain him at dinner with three extracts from popular 
operas of the day, one from 'Le Nozze di Figaro.' 
But although, undoubtedly, the arrangements enor- 
mously outnumbered the original compositions we may 
safely assume that the musical conductors of the princes 
and lesser nobles who had wind bands in their service 
provided largely for their repertoire, of which, however, 
comparatively little was printed, and much less than a 
tithe has come to our knowledge." 

The instrumental works of the great German sym- 
phony composers — Haydn, Mozart and Beethoven, do 
not seem to have appealed to the military band 
arranger. It was rather to the field of vocal music that 
he turned. There we find transcriptions from the best 
known oratorio choruses of Handel, and excerpts from 
the masses of Haydn and Mozart. Dr. Turpin was of 
opinion that it may even be questioned whether the glee 
did not actually survive its original use, in an arranged 
form, as a piece of display for military bands. 

The favourite forms of military band music were 
the " military concerto," '' serenade " and " diverti- 
mento." The former sometimes took the shape of an 
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instrumental solo (clarinet, horn or flute), whilst the 
"divertimento" was a kind of "suite." Most of this 
music, I am inclined to think, came from France, as 
nearly all the specimens I have seen were published 
by Bisch, Paris, although a few bore the imprint of 
Bland, London. 

Beethoven's military band scores, written a little 
earlier, are valuable for comparison here. I select his 
smallest and largest combinations : 



MARCH IN F. 

(1809.) 
Piccolo in F. 
2 Flutes, F. 
Clarinet, F. 
2 Clarinets, C. 
2 Horns, F. 
2 Trumpets, F. 
2 Bassoons. 
Contra Bassoon. 
Side Drum. 
Bass Drum. 



MARCH IN D. 
(1816.) 
2 Piccolos. 
2 Oboes. 

1 Clarinet, F.< 
4 Clarinets, C. 

2 Horns, B Bass. 
4 Horns, D. 
6 Trumpets, D. 
Trumpet, B. 
Trumpet, G. 



2 Bassoons. 
Contra Bassoon. 
Tenor Trombone. 
Bass Trombone. 
Serpent. 
Side Drum. 
Bass Drum. 
Triangle and Cym- 
bals. 



These give us an idea of German bands of the period. 

It appears, however, from a letter of Beethoven's to 
Peters, the publisher (302 in the Wallace Collection) in 
1 823, that the composer thought his military band com- 
positions would very likely be beyond the scope of 
German regimental bands, and suggests that some 
bandmaster be employed to arrange them for a smaller 
number. 

Looking at the old time wind instruments in our 
museums, noting the primitive key mechanism of the 
wood wind, and the imperfect scale of the brass family, 
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one can quite understand the startling effect which fol- 
lowed the introduction of the "valve," giving a com- 
plete and even scale to allbrass instruments. It is true 
we had the key-bugle, ophicleide and bass horn, but 
their tone was very irregular and certainly did not 
blend well with other brass instruments. There was 
the trombone, which was chromatic, yet the more essen- 
tial instruments — the trumpet and horn — were confined 
to the "harmonics." With the horn, a scale could be 
produced by a system known as " stopping," but uni- 
form intonation had to be sacrificed, and it could not 
be safely practised on the march. 

It was the invention of the "valve" that removed all 
these limitations. The question of priority in its intro- 
duction is too large a point to be entered into here. 
It is generally accepted that an Irishman named 
Clagget, was the first to conceive the idea. Two 
German musicians, Bliihmel and Stolzel, brought out a 
successful application of two valves about 1813, to 
which a third was added by Miiller, of Mayence. On 
its first appearance, a great many defects were found 
which made people rather suspicious of adopting it, 
and with the horn especially it was avoided because it 
was said to destroy the quality of the tone, a fallacy 
which gained credence for half a century. As we have 
seen with the clarinet, serpent, key-bugle and ophi- 
cleide, the military band was the first to take up the 
new idea. Kappey says: "It is due to the military 
bands that these improvements came into universal 
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use." Even though the "valve" came from Germany, 
it laid dormant with them for some time. From 18 18, 
it was taken up here and there in Prussia by regiments 
of cavalry and chasseurs, but little impression was 
created by the novelty, until a civilian musician, named 
Wilhelm Wieprecht (1802-72), applied it about 1828 
to a family of brass instruments, which included an E 
flat soprano cornet (three valves), an E flat trumpet 
(two valves), a B flat tenor horn (three, valves) and a B 
flat euphonium (three valves). Seven years later he 
designed the bombardon also with valves. 

The introduction of the valve into England came 
about in a novel way. Of course it goes without say- 
ing that military bands had the honour of this. They 
were always the pioneers. About the year 1830, Earl 
Cathcart, the colonel of the Second Life Guards, went 
to St. Petersburg as Minister Plenipotentiary, and there 
he was very much struck with the playing of the band of 
the Imperial Guards. On inquiring of their organisa- 
tion, he found that they played upon a rare contrivance 
known as a chromatic trumpet. The Earl was well in 
favour at court, and the Emperor of Russia was so grati- 
fied by the earl's high commendation of the perform- 
ances of his Imperial Guard band, that he offered to 
present a set of these chromatic trumpets to the Earl's 
regiment in England, on condition that, whenever they 
played in public, the patent chromatic action should be 
covered, so as to keep the idea a secret. This was done. 
The "United Service Journal" of 1831, speaking of 
the " famous Russian chromatic trumpet band " of the 
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Second Life Guards, says it was the only one in 
England. 

It could not be expected that the idea would remain 
long a secret. A bandmaster named Macfarlane 
soon applied two " Russian valves " to an instrument 
called a " cornopean " (now known as the cornet), which 
was brought out by Kohler, of London. The instru- 
ment then became universally adopted by our bands, 
and entirely superseded the trumpet and key-bugle. It 
was first introduced into the orchestra by Balfe in "The 
Maid of Artois" (1836). 7 The great world of the 
people's brass bands had its origin in these days, and 
Enderby Jackson, the famous brass band organiser, 
gives the date of the first band of any note, as 1833. 
This was established by Walker and Hardman, of 
York. The honour of forming the first brass band is 
also claimed by one Klussmann, the bandmaster of the 
Ninth Lancers. 



'Barrett, "Balfe, His Life and Works. 1 



CHAPTER IX. 

REORGANISATION. 

FROM 1830 to i860, was an exciting period for mili- 
tary bands in England. Our " crack " regiments, 
now at the zenith of their extravagance in musical 
matters were spending enormous sums on their bands, 
for the rivalry between regiments was as keen as ever. 
It has been said that this system where bands were 
maintained by the officers, was more highly beneficial 
to military music, than that in vogue at the present 
time. Granted, as Kappey points out, that "the musi- 
cal results were in many cases notable," one might ask 
how much harm was wrought in the midst of so much 
good ? Buckle has shown in his " History of Civilisa- 
tion," that the system of "patronage" under which art 
and literature existed in France at a certain period, 
hampered their development, since they only found 
expression so far as the necessities of their patrons 
required. Similarly, the system which obtained in 
England with regard to military bands, was nothing 
more than a brake on the wheel of progress, since regi- 

105 
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mental bands were properly speaking under the pat- 
ronage of the officers, and their excellence or otherwise 
simply depended on the length of the latter's purses 
and their musical tastes. 

Among the best known of our "line" bandmasters 

of the period were: Frost (1781 ); Blizzard, Duke 

of York's School; King (? 1809-88), Fifth Lancers; 

Owen ( 1867), Scots Greys; Cavallini (1807-73), 

Fifty-fifth and Eightieth Regiments — "the Paganini 
of the clarinet"; Longhi, Second Dragoon Guards; 
Ruddland, First Dragoons; Oliver (? 1810-92), Twenti- 
eth Regiment; Devine, Fourth Hussars; Emanuel, 
A.R.A.M., (1819-— ), King's Royal Rifles; Hay, 

F.RA.M. (1828 ); Eckersberg, Fourth Dragoon 

Guards, composer of "Battle of Waterloo" fantasia; 
Koenig, Eighth Hussars. 

I have said that uniform organisation in our bands 
was not thought of. The instrumental combination 
and even the pitch, was a question which the officers or 
bandmasters settled. It was therefore impossible to 
combine several bands to a massed performance. A 
similar state of affairs existed with continental bands. 
In Germany, the first to clearly perceive the want of a 
complete reconstruction was G. A. Schneider (1770- 
1839), the Director-General of Prussian military music, 
who worked at reform, according to the plan of one 
Sundelin. 8 Then came Wilhelm Wieprecht (a civilian), 

'Sundelin, "Die Instrumeutirung fur sammtliche Militar- 
musikchore," etc., 1828. 
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who recommended to the Prussian Dragoon Guards a 

plan for a brass band, all the instruments except the 

bugles and trombones being furnished with '"' valves " — 

quite an innovation. This plan was adopted, and so 

successful were his efforts, that he was installed as 

teacher to the bands of the Cavalry Guards, which in 

time he reconstructed. 

In 1838 he was appointed director of the bands of the 

Prussian Guards, and from that time dates the gradual 

reorganisation of Prussian bands. The bands of Wie- 

precht's reforms comprised : 

INFANTRY. 

2 Flutes. 2 Contra Bassoons. 

2 Oboes. 2 Soprano Cornets, E flat. 

1 Clarinet (High), A flat. 2 Alto Cornets, E flat. 

2 Clarinets, E flat. 4 Trumpets. 

8 Clarinets, B flat. 4 French Horns. 

2 Tenor Horns, B flat. 2 Side Drums. 

1 Euphonium. 1 Bass Drum. 

2 Tenor Trombones. Cymbals. 

2 Bass Trombones. Crescent (Bells). 

4 Bombardons. Total 47. 

2 Bassoons. 

CAVALRY. 

1 Cornettino, B flat. 8 Trumpets. 

2 Cornettos, E flat. 1 Euphonium. 
4 Cornets, B flat. 3 Bombardons. 

2 Tenor Horns. Total 21. 

Kappey says that Wieprecht's methods '' spread unto 
almost all European states and formed the basis of our 
present military music." England and France can 
scarcely be included in this very general statement. In 
these countries it is certain that the great Sax inven- 
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tions formed the basis of their band reconstruction, 
and appears to have been a far more potent factor in 
the advance of the world's military music than Wie- 
preclit's movement. Other noted bandmasters who 
assisted in Germany's band reforms were : Kiiffner 
(1776-1856), Neithardt( 1 793- 1 861) and Faust (1825-92). 
Belgium too was caught in the tide of band reform. 
In 1846 a government commission was appointed to 
reorganise military bands, under Servais, of the 
Brussels Conservatoire. Their most famous military 
band was the " Guides " under Valentin Bender 
(1802-73), which was considered worthy of special 
mention by Kastner in his "Manuel General de 
Musique Militaire," 1 848. I append a list of this band 
at this period (1848) : 

1 Flute. 3 Bassoons. 

2 Small Clarinets. 1 Russian Serpent. 
2 Clarinets (B flat ?). 3 Bass Ophicleides. 

2 Oboes. 3 Trombones. 
4 Horns. 1 Bombardon. 

3 Trumpets. 3 Drums, etc. 

3 Cornets. Total 32. 

1 Bugle. 

In the Netherlands there had been a normal school 
for bandmasters since the beginning of the century, 
which since 1828 had been controlled by Joseph Snel 
(1793-1861). 

Austria had also moved with the times. Prior to 

1807, only the infantry and a few regiments of artillery 
possessed bands. But in this year they were granted 
to the cavalry, and in 1828 to chasseurs as well. Bands 
do not appear to have been official institutions with~ 
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them. At any rate, bandmasters had no military 
standing, something like the position held by the same 
rank in our service, prior to the establishment of 
Kneller Hall. It was owing to the non-official position 
of these bandmasters that a "Pension Society for 
Austrian Army Bandmasters" was established in the 
middle of the last century. Austria's most note- 
worthy bandmasters of the period were : Starke (1774- 
1835), J. Sawerthal (1819-1903), V. H. Zavertal 
(1821-73) an d Farbach. 

The following is a specimen band of the Austrian 
infantry of the period (1848) : 9 

1 Piccolo. 2 Bugles (Bass), B flat. 

1 Flute. 6 Trumpets. 

1 Clarinet, A flat. 4 Horns. 

8 Clarinets, E flat. 6 Trombones. 

4 Bassoons. 2 Bombardons. 

2 Contra Bassoons. Drums, etc. 

4 Bugles, B flat. Total 44. 

In France, reorganisation of military bands followed 
closely after that of Prussia. In 1845 a special com- 
mission which included Spontini, Auber, HaleVy, Adam, 
Onslow and Carafa among the musical experts, with 
Kastner as secretary, was formed to consider the ques- 
tion. They attributed the bad state of their military 
bands to: (1) The suppression of engaged professional 
men; (2) use of inferior instruments; (3) indifferent 
instrumental combinations; (4) insufficient number of 
executants; (5) the inferior position held by the latter. 

"Kastner, "Manuel General de Musique Militaire," 1848. 
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Several combinations were put before the commis- 
sion; one, comprising the then existing organisation 
and others suggested by Carafa, the director of the 
Military School of Music, Adolphe Sax, the musical 
instrument maker, and Spontini. 10 Here are specimens 
of the then existing organisations : 



INFANTRY. 


CAVALRY. 


(1845.) 


(1845.) 


Sixty-Second Regiment of 


Seventy-Fourth Regiment 


the Line. 




1 Small Flute. 


9 Cornets. 


1 Small Clarinet. 


3 Bugles, B flat. 


12 Large Clarinets. 


2 Trumpets. 


3 Cornets. 


1 Valve Horn. 


2 Horns (Valve). 


2 Neo Horns. 


2 Horns. 


2 Althorns (Clavicors). 


3 Trombones. 


2 Trombones. 


6 Ophicleides. 


6 Ophicleides. 


6 Drums, etc. 


Total 27. 


Total 36. 





The instrumental combinations agreed upon by the 
commission, were based upon Sax's ideas, and the fol- 
lowing organisations were admitted for the French 
Army under a decree dated July 31, 1845 : 



INFANTRY. 

1 Small Flute in C. 

1 Small Clarinet in E flat. 
14 Clarinets, B flat. 

2 Bass Clarinets, B flat. 
2 Saxophones. 

2 Cornets (Cylinders). 



CAVALRY. 

2 Trumpets (Ordinary). 

4 Trumpets (Cylinders). 

2 Saxhorns, E flat. 

7 Saxhorns, B flat. 

2 Saxhorns, A flat I instead of 

2 Saxhorns, E flat f Horns. 



" Spontini suggested a fine combination. It is given in 
Grove's "Dictionary" (article, Wind Band). 
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2 Trumpets (Cylinders). 2 Saxotrombas. 

4 Horns (Cylinders). 2 Cornets. 

1 Small Saxhorn in B flat. 1 Trombone (Cylinders). 

2 Saxhorns in B flat. 3 Trombones (Slide). 

2 Saxhorns in E flat (Alto). 3 Saxhorns (Baritone), B flat. 

3 Saxhorns in B flat. 3 Saxhorns, B flat. 

4 Saxhorns, E flat (Contra- 3 Saxhorns (Contrabass), E 

bass). flat. 

1 Trombone (Cylinders). Total 36. 

2 Trombones (Slide). 
2 Ophicleides. 

5 Drums, etc. 

Total, 50. 

Whilst the Sax organisation was in progress, the '48 
revolution broke out, and the new government set aside 
the decree of 1845. Another plan for organisation was 
then issued, completely ignoring Sax. This called 
forth considerable comment. Berlioz wrote strongly 
on the matter in the "Journal des Debats," and the 
government was petitioned by many prominent musical 
and military men. In 1852, Albert Perrin issued his 
pamphlet on "The Organisation of Military Bands," 
which created considerable stir. 1 Sax was recalled, 
and the government issued the following in 1 854, as the 
instrumentation for the bands of the Imperial Guards, 
and soon to the entire army : 

INFANTRY. CAVALRY. 

2 Flutes or Piccolos. 1 High Soprano Saxhorn, B 
4 Clarinets, E flat. flat. 

8 Clarinets, B flat. 2 Soprano Saxhorns, E flat. 

2 Oboes. 4 Soprano Saxhorns, B flat. 



1 It was translated into both English and Italian, and helped 
the cause of band reform in both countries. 
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2 Soprano Saxophones. 2 Alto Saxhorns, A flat. 

2 Alto Saxophones. 2 Alto Saxotrombas, E flat. 

2 Tenor Saxophones. 2 Baritone Saxotrombas, B 
2 Baritone Saxophones. flat. 

2 Cornets. 4 Bass Saxhorns, B flat. 

4 Trumpets. 2 Double Bass Saxhorns, E 

3 Tenor Trombones. flat. 

1 Bass Trombone. 2 Double Bass Saxhorns, B 

2 Soprano Saxhorns, E flat. flat. 

2 Soprano Saxhorns, B flat. 2 Cornets. 

2 Alto Saxotrombas. 6 Trumpets. 

2 Baritone Saxhorns, B flat. 2 Alto Trombones. 

4 Bass Saxhorns, B flat. 2 Tenor Trombones. 
2 Double Basses, E flat. 2 Bass Trombones. 
2 Double Basses, B flat. Total 35. 
6 Drums, etc. 

Total 55. 

This was the system which revolutionised the world's 
military music, due mainly to the "inventions" of 
Adolphe Sax. These "saxhorns" (patented in 1845) 
were immediately taken up by our regimental bands. 
First came the contrabass saxhorns, in E flat and B flat, 
which were called bombardons or basses, and super- 
seded the serpents and bass horns. The bass saxhorn 
in B flat was then introduced as the euphonium or 
euphonion, 2 doing away with ophicleides. The bari- 
tone saxhorn in B flat was named simply the baritone 
or althorn, whilst the alto saxhorn in E flat retained its 
appellation, although under improved construction was 
designated the Koenig horn and tenor cor, and has to 



'The original instrument still used on the Continent was of 
smaller bore. Phasey, a bandsman of the Coldstream Guards, 
designed the present wide bore in England. 
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some little extent reduced the importance of the French 
horn. Although mostly confined to the military band, 
the "saxhorn" family has been found a rare adjunct to 
the orchestral "brass" in the case of the euphonium 
and bombardon. The powerful tonal effects of the 
latter were recognised by Wagner, who employs it in 
the "Rheingold." 

Nor had the brass family alone been improved upon. 
Boehm, Triebert, Klose and others, had greatly in- 
creased the executive capacity of the "wood-wind" by 
their improvements and inventions. In 1839 Wieprecht 
constructed the "batyphone" to supply the bass to the 
clarinet family, but, outside Germany, it gained no per- 
manent footing. The alto and bass clarinets began to 
be looked upon with favour from the days of Sax, and 
now have completely displaced basset horns, although 
Grove's "Dictionary," 1904 (article, "Arrangement"), 
on the authority of so distinguished a writer as Sir 
Hubert Parry, thinks otherwise. Berlioz regretted that 
so very beautiful an instrument as the alto clarinet was 
not to be found in all well-constituted orchestras. The 
bass clarinet has received more attention from com- 
posers — Auber, Halevy and Meyerbeer having written 
specially for it, notably the fine solo in the latter's 
opera, "Les Huguenots." Wagner also employs it in 
"Tristan und Isolde." The most important addition 
to wind bands was the saxophone, one of Sax's patents, 
registered 1846. This instrument, practically a clari- 
net of metal, gave a fresh tone colour to wind bands, 

and furnished a desired link between the reeds and 

16 
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brass. In this country its adoption has been slow, 
and it is only of recent years that it has been recog- 
nised in the "score." Although forming a "choir" of 
seven instruments, only four receive general acceptance, 
and in our service the E flat alto and the B flat tenor 
are usually considered sufficient to take a place in wind 
band music. Another French invention worthy of 
mention is the sarrusophone, designed by a band- 
master named Sarrus. The instrument is made in 
six or seven sizes similar to the saxophone and 
played with a double reed, but is not much 
used. 

We have followed the reform of military bands on 
the Continent, and the rapid development of the 
resources of wind instruments, bringing such a wealth 
of tone colour that the wind band was considered an 
asset to the progress of art. We must now see how 
England fared at the time of Wieprecht's and Sax's 
movements with regard to organisation. An illustra- 
tion of the composition of a first class band of the 
period, and that of an ordinary cavalry .regiment, is 
appended : 

ROYAL ARTILLERY BAND. 1 FOURTH LIGHT 

(1839.) DRAGOONS. 



(Circa 1842.) 

a. 

iets. 
2 Oboes"' 2 French Horns. 



1 Piccolo. 3 Cornets. 

2 Flutes. 5 Trumpets. 



a Farmer, " Memoirs of the Royal Artillery Band," 1904. 
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3 Clarinets, E flat. 1 Kent Bugle. 
14 Clarinets, B flat. 1 Ophicleide. 

4 Bassoons. 3 Trombones. 

4 Trumpets. 1 Pair Kettledrums. 

3 Cornets. Total 16. 
2 French Horns. 

4 Trombones. 

1 Ophicleide. 

2 Bass Horns. 
2 Serpents. 

4 Drums, etc. 

Total 48. 

Reform in English bands was not heralded by any 
government decree as in Prussia and France. It was 
brought about in two ways, firstly, by the establish- 
ment of a uniform instrumentation, and secondly, by 
the establishment of a military school of music. The 
former was not a pre-conceived scheme for reorganisa- 
tion as we shall see presently. Printed music for mili- 
tary bands at this date was very scarce. The little 
there was came from the Continent, and this was 
arranged for instruments peculiar to their bands. 
Wessel had issued some band music between 1830-40, 
but the circulation was limited and the arrangement 
theoretical rather than practical. Those regiments that 
had bandmasters capable" of composing or arranging 
were the best off, but their manuscripts were jealously 
guarded. All sorts of expedients had to be resorted to 
for the purpose of replenishing the regimental music 
library. If two regiments met, and their bandmasters 
were friendly, it was usual for them to inspect one 
another's repertoire, and make exchanges. This state 
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of affairs was clearly one to be remedied. One very 
energetic bandmaster, Carl Boose, of the Scots Guards, 
had been striving for years to get someone to under- 
take the publishing of military band arrangements, but 
without success. Publishers were none too ready to 
risk money on such a venture. Nothing daunted, Boose 
decided to be his own printer and publisher. In the 
year 1845 he issued a selection from Verdi's "Ernani," 
which he not . only arranged, but wrote the parts on 
stone for lithographing, and printed them himself. His 
publication soon attracted a good number of sub- 
scribers, and immediately commended itself to Messrs. 
Boosey and Co., who undertook the production 
of a periodical issue of these works as " Boose's Mili- 
tary Journal," 1846, appointing Boose sole editor. So 
great was the demand for this journal, that other pub- 
lishers hastened to launch similar craft. Jullien brought 
out a journal the following year under the direction of 
Charles Godfrey, senior, the bandmaster of the Cold- 
stream Guards. This was followed by an effort from 
Schott and Co., edited by their kinsman, A. J. Schott, 
bandmaster of the Grenadier Guards. Here were 
three bandmasters of the foot guards editing rival pub- 
lications. Of these, only two have survived, the first, 
now known as "Boosey's Military Journal," and the 
second which was acquired by Boosey's in 1857 as their 
"Supplementary Journal." These journals practically 
began the reform of our military music. Boose's and 
Jullien's publications being arranged on the same in- 
strumental plan, bands found it necessary to adapt 
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themselves to it, and a fairly uniform combination 
throughout our service was the result, which formed the 
basis of our present system. So much for instrumental 
reform. 

A greater evil still remained to be remedied — the 
system under which bands were raised and supported. 
The chief objections to be urged against this were : (1) 
Bands were regimental institutions only ; supported by 
their officers without any state aid. (2) The employ- 
ment of civilian bandmasters and bandsmen over whom 
the authorities had little or no control. These we have 
dealt with at length, elsewhere. Reform in this direc- 
tion was delayed until well into the " fifties," and then 
was only brought about, by a clear demonstration of 
the defects of the prevailing system. It came with the 
Crimean War. Bands and music were forgotten all 
about in the hurry and scurry of mobilisation, and with 
many regiments there was every reason for it. The 
hired civilian bandmasters and bandsmen claimed their 
discharge, and many bands were broken up in this way. 
In short, the whole of our military music was completely 
disorganised. 

At Scutari in 1854, the British troops, comprising the 
army of the east destined for the Crimea, held a grand 
review on the birthday of Queen Victoria. There were 
some sixteen thousand men on parade, and while their 
appearance and marching were perfect, and their cheer- 
ing deafening, our bands struck up "God Save the 
Queen," not only from different arrangements but in 
different keys ! And all this, before the staff of the 
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allied army. No wonder a staff officer wrote after- 
wards that it "spoilt the fine effect" of the review. The 
British officers must have felt ashamed, and no doubt 
realised for the first time, what an amount of money 
they had been paying for very indifferent music. Out 
of about twenty regiments present, on this occasion, 
only three or four had bandmasters with them. It has 
been said that the Scots Greys was the only regiment 
of the heavy cavalry that could boast of a band in the 
Crimea. The French, on the other hand, maintained 
their bands in a high state of efficiency throughout the 
campaign, and it was their standing jest, that their 
music at lnkerman did as much to drive back the Rus- 
sians as the bayonets. (A doubtful compliment by the 
way.) The French, however, did not admit such a 
ridiculous system as that which found favour with us, 
into their service. They had their "Gymnase de 
Musique Militaire" for the training of their bands 
which had exited since 1836, controlled first by Berr, 
and then, 1838, by Carafa. 

No one was more impressed with the disastrous state 
of our military music, than a certain bandmaster named 
James Smyth, a very practical musician, who was at the 
head of one of our best staff bands — the Royal Artil- 
lery. Brimming over with ideas for the betterment of 
our bands, he and another enthusiast, Henry Schallehn, 
late bandmaster of the Seventeenth Lancers, and then 
in charge of the Crystal Palace Band, had the temerity 
to petition the Secretary of State for War on the ques- 
tion of band reorganisation. They pointed out the 



REORGANISATION. II9 

necessity of improving the positions of bandmasters 
and bandsmen in the service, if we desired to reach the 
standard of continental bands. They further im- 
pressed upon the authorities that a bandsman was 
something more than a private soldier, that greater 
facilities should be given to further his musical educa- 
tion, and that he was capable of being trained as a 
bandmaster. 

Schallehn had the good fortune to have the patron- 
age of the new commander-in-chief, the Duke of Cam- 
bridge, under whom he had served in the Seventeenth 
Lancers. But the duke needed very little prompting 
concerning the state of our military bands. H.R.H. 
had campaigned in the Crimea, and marking the differ- 
ence between our bands and those of the French, had 
already determined to remedy matters at the earliest 
opportunity. 

The representations of Smyth and Schallehn had, 
however, some value as practical advice, especially on 
the points of training and education, and the need for 
a school for military bandsmen similar to the French, 
and the Duke at once took the matter in hand person- 
ally, by issuing a circular letter (dated September 26, 
1856) which was sent to the commanding officers of 
regiments. It began: "H.R.H. The Commander-in- 
Chief, with a view to relieve regiments from the great 
expense now consequent upon the necessity of employ- 
ing professional musicians, civilians, as masters of 
bands, has it in contemplation to recommend the estab- 
lishment of a large musical class as part of the educa- 
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tion of boys sent to the Royal Military Asylum, and 
for the instruction of persons sent from regiments to 
qualify for bugle-majors, trumpet-majors and band- 
masters, whose training would require special time and 
attention." The initial outlay, it was thought, would 
be about £500 or £600, and that about £1,000 per 
annum would further be required to support the class. 
The Commander-in-Chief said that the government 
would only provide a building free, so that all other 
expenses would have to be met by subscription, which 
was estimated at £$ or £8 per annum, from each regi- 
ment, "but the result would be," said the Duke, "a 
saving of expense to regiments and would tend to the 
permanent efficiency of regimental bands." The scheme 
was agreed upon by most regiments, and took practical 
form by the establishment of a " Military Music Class " 
at Kneller Hall, some ten miles from London, which, 
started on March 3, 1857. This was the inception of 
the Royal Military School of Music, established to 
train bandmasters who would be more directly con- 
nected with their regiments than the previous civilian 
conductors had been, and who would in all cases 
remain with the band, either at home or abroad. It 
was also meant to stimulate the acquisition of musical 
knowledge amongst our own countrymen, by training 
young men and lads as competent instrumentalists to 
fill vacancies in the regimental band, and by holding 
out to them, if they improved themselves and developed 
sufficient talent, a prospect of obtaining remunerative 
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employment as bandmasters. This object has been 
kept steadily in view, and all the regulations which 
have been issued from time to time in connection with 
the school have been adopted with a view of furthering 
this object. 4 



' Marr, " Music and Musicians," etc., 1887. 
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CHAPTER X. 

THE RENAISSANCE. 

THE title of this chapter may appear somewhat 
strange, in reference to wind instrumental bands. 
But since it is obvious that music in general has 
not progressed without reference to the other arts, it 
follows that development of a particular phase of 
music must rely to some extent upon its course being 
shaped by other phases of the art. So that in dealing 
with the renaissance of musical culture in England 
which took place during the mid-nineteenth century, 
we may take it that wind bands made a move with the 
times. Mr. J. A. Fuller Maitland, in his "English 
Music in the Nineteenth Century," has chosen the be- 
ginning of the second half of the nineteenth century 
as the period of this revival. Yet throughout his three 
hundred pages, he does not breathe one word concern- 
ing wind bands. 5 This is all the more remarkable when 

"F. J. Crowest in his "Phases of Musical England," also 
completely ignores the military band. Fortunately a new era 
has dawned, and in the recently published " Musical England " 
by W. J. Galloway, a chapter (based mainly on information 
from the present writer's "Memoirs of the Royal Artillery 
Band ") is devoted solely to the subject. 
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we seek for some explanation as to how this revival 
was rendered possible, and to find the question 
untouched. 

Wind instruments have always been the vehicle for 
the musical expression of the masses, from the time 
when the mediaeval minstrel bagpiper discoursed on the 
village green down to the monster brass band festivals 
of to-day. A study of this phase of national music, 
would alone have furnished an explanation of this re- 
vival, for the art culture of this, as of every other 
epoch, can only be understood in reference to economic 
conditions; and it would not be difficult to show the 
correlation between the "music of the masses" of the 
nineteenth century, and the culture-conditions which 
produced it. 

It will be gathered from what has already been said, 
that this musical renaissance in England found its ex- 
pression in wind bands before any perceptible move- 
ment was shown in the so-called higher domain. One 
might say thai; it was the wind bands which fertilised 
the soil that was to bring forth the fruits of the 
renaissance. 

They contributed the greatest service in the improve- 
ment of the attitude of the public towards music. The 
gigantic strides which were made by them cannot be 
paralleled in other branches of the art. The existence 
of the military band led to the formation of amateur 
bands and from the "thirties" — the starting point of 
the peoples' " brass bands " — to the great band festival 
of i860, in which some fourteen hundred musicians took 
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part, we see the movement assuming huge proportions, 
and spreading all over the country. With the military 
band, a more artistic combination, there was a mani- 
festation of progress quite as startling, which had a 
still greater influence in moulding the tastes of the 
masses. The regimental band, which hitherto had 
rarely appeared in public, except on purely official 
duties, now came into great requisition, not merely for 
"society" functions, but for the open-air fetes of the 
masses. 6 As the late Mr. Kappey pointed out, it was 
the military band which furnished in most cases the 
only medium by which the toiling multitude of the 
working classes — to whom the high-priced opera house 
or the fashionable concert-room were not accessible — 
could get any idea of musical progress. 

Perhaps the first great public recognition of military 
bands in this country was when Jullien brought them 
into his monster concerts. The "Mons." as "Punch" 
called him, came from a country where the military 
band was held in high esteem, and heralded as a new 
phase of musical art which had yet to be developed, 
and moreover, had such men as Berlioz, 7 Spontini, 
Fetis and others as its sponsors. The first "grand 
military concert" given in this country was held at 
Chelsea in June, 1851, and the following were the chief 
items played by a massed band of some three hundred 

"Reference to the writer's "Memoirs of the Royal Artillery 
Band" will bear out this point. 

'Berlioz once applied for the post of director of the French 
Military School of Music. 
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and fifty performers, made up of the three regiments 
of Household Cavalry, three regiments of Foot Guards 
and the Royal Artillery, conducted in turn by their 
various bandmasters : 

(1) March, " Le Prophete " Meyerbeer 

(2) Overture, "Fest" Leutner 

(3) Overture, "Maritana" Wallace 

(4) Overture, "Camp of Silesia" Meyerbeer 

(5) Overture, "Euryanthe" Weber 

(6) " Ne touchez pas a la Reine " Boisselot 

(7) Selection, "Les Huguenots" Meyerbeer 

(8) Selection, "Lucia di Lammermoor" ... Donizetti 

(9) Selection, "Nino" Verdi 

(10) March, "Norma" Bellini 

(11) Quick Step Boosi 

(12) Waltz Karl Butter 

(13) Waltz D' Albert 

(14) " Quadrille of all Nations " Labitzky 

The " Times," commenting on the concert, said : 
" The execution of these pieces was so admirable, the 
ensemble so good, and the energy and decision of the 
conductors so remarkable, that the unequivocal satis- 
faction of the auditors was not to be wondered at. We 
only regretted that with such splendid means so little 
of real musical importance was effected. The overture 
to 'Euryanthe' alone among the fourteen pieces pre- 
sented was worthy of consideration as an artistic per- 
formance. Our military bands have reached a very 
high degree of perfection in regard to the mere talent 
of execution; but in other respects they have done little 
or nothing to assist the progress of the art. If the 
bandmasters who train them so zealously and well 
would endeavour to instil into them some notion of 
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true music, instead of confining them almost wholly to 
the most ephemeral productions, their influence would 
be highly beneficial." 

Note that our military bands had reached "a very 
high degree of perfection." All the talk, however, 
about instilling into the bandsmen some notion of true 
music, was ridiculous ! Most of the best performers of 
the Guards' bands held good appointments in London 
orchestras; and as for the Royal Artillery, the advice 
was certainly ill-fitting, since this band had been giving 
high-class orchestral concerts for over forty years, upon 
the same model as the Philharmonic Society. Blame 
for these "ephemeral productions" could not be laid 
even against the bandmasters. Take, for instance, 
Grattan Cooke, the bandmaster of the Second Life 
Guards; surely it would be idle to pretend that a pro- 
fessor at the Royal Academy of Music, and one of the 
best known musicians in London, had no higher tastes 
than the "Quadrille of All Nations." The piece 
selected by the "Times" as the only one worthy of 
consideration was selected, arranged and conducted by 
the bandmaster of the First Life Guards — James 
Waddell, an ardent musician — who with the band- 
master of the Royal Artillery, William Collins, were 
talked of in military band circles as progressive band- 
masters, whomadehigh-class compositions the chief items 
on their programmes. At the funeral of the Duke of Wel- 
lington in 1852, the bands of Waddell and Collins were 
specially mentioned by the papers, the reason being, 
that whilst most bands were playing the "Dead 
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March" from "Saul," their bands were intoning the 
massive strains of Mendelssohn's "Antigone" and a 
movement from Spohr's "Power of Sound." These 
men, at any rate, had no tastes for "ephemeral pro- 
ductions." 

During the early years of the Crystal Palace, grand 
concerts were given there by our staff bands. In those 
days, band concerts were in their infancy, and it was 
common to hear people say at the Palace : " There is 
no concert to-day, but the band is going to play !" 

The first occasion of a military band going on a 
concert tour was in April, 1855, when the Royal Artil- 
lery band gave a series of high-class concerts in the 
north of England. This band was universally con- 
sidered the finest in England at this period. In 1857 
it was augmented from forty to eighty performers, 
and again in 1887 to ninety-three — the largest band 
in the service, which it has since remained. Here is the 
instrumentation of the Royal Artillery band during 
the reorganisation, together with other bands of the 
period. 

ROYAL ARTILLERY BAND. 106th REGIMENT BAND. 
(1857.) (c. 1860.) 

2 Flutes and Piccolo. 3 Flutes and Piccolo. 

4 Oboes. 1 Oboe. 

4 Clarinets, E flat. 2 Clarinets, E flat. 

22 Clarinets, B flat. 9 Clarinets, B flat. 

2 Saxophones, E flat. 2 Bassoons. 

2 Saxophones, B flat. 4 Cornets. 

4 Bassoons. 2 Trumpets. 

4 Cornets. 1 Althorn. 

2 Trumpets. 2 Euphoniums. 

2 Soprano Cornets, E flat. 3 Trombones. 
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2 Fliigel Horns, E flat. 


3 Bombardons. 


2 Fliigel Horns, B flat. 


3 Drums, etc. 


4 French Horns. 


Total, 35. 


2 Baritones. 




4 Trombones. 




2 Euphoniums. 




4 Bombardons, E flat. 




3 Drums, etc. 




Total, 71. 




17th LANCEES. 


ROYAL ARTILLERY 


Brass Band (Mounted). 


Brass Band (Dismounted) 


(c. 1860.) 


(1863.) 


5 Cornets. 


1 Soprano Cornet. 


2 Trumpets. 


1 Cornet. 


3 Sax Horns. 


5 Chromatic Bugles. 


2 Baritones. 


5 Fliigel Horns. 


2 Euphoniums. 


6 Tenors, E flat. 


3 Trombones. 


3 Baritones. 


2 Bombardons. 


2 Euphoniums. 


1 Drum. 


3 Bombardons. 


Total, 20. 


Total, 26. 



The combination of the io6th Regiment is a fair 
specimen of the average infantry band of the period. 
Since the publication of the military band journals, 
wind instrumental combinations had become stereo- 
typed. Very rarely, except in the case of staff bands, 
was the rule deviated from. In the Royal Artillery 
band we may note the employment of saxophones, 
fliigel horns and soprano cornets, instruments impart- 
ing fresh tone-colour, but with the exception of the 
first named, they have been little encouraged in our 
military bands. 

In 1863, Albert Perrin's brochure on the "Organiza- 
tion of Military Bands" (1852), which had stirred both 
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France and Italy into band reform, was published in 
English. In a special preface, the author addressed 
the Commander-in-Chief on the "inefficiency" of our 
line bands, and condemned our military music whole- 
sale. What the direct effect was I cannot say, but it 
is remarkable that from the year 1863 dates the official 
recognition of army bands in this country. 

As I have already pointed out, with the exception 
of the Royal Artillery and the Royal Military College, 
bandmasters were not officially recognised. The regu- 
lation simply permitted a sergeant to act as such. In 
185 1-2 the "Army Estimates" allowed bandmasters 
for the Duke of York's and the Royal Hibernian 
Schools who had hitherto been paid from another 
source. This was certainly a step in the right direc- 
tion, for these two institutions played no small parts 
in the progress of our military music during the last 
century. Nothing, however, was done for the line 
regiments until 1863, when the Government allowed a 
"sergeant bandmaster" to each regiment of infantry, 
and a "bandmaster" to each regiment of cavalry, 
placing them on an equal footing with sergeant-majors. 
Staff bands, like the Guards, were not taken into con- 
sideration, probably for the reason that, being station- 
ary, they had always been able to maintain good 
bands and bandmasters, and had never been affected 
by the evils under which the marching regiments 
laboured. 

The staff bands, i.e., those of the Household Cavalry, 

Foot Guards, Royal Artillery and Marines, have 

18 
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always been the finest wind instrumental combinations 
in England, and as such may justly be considered the 
pioneers in all matters of military music. 

The Foot Guards' bands enjoyed (and still do so) 
many special privileges which were not extended to 
any other branch. They resided out of barracks, and 
only appeared in uniform when on duty, or at band 
engagements. The Royal Artillery and Royal Marines 
being "double-handed," supplying a full "string or- 
chestra" as well as a "wind band," were playing the 
best music of the day. 8 It is not to be wondered at 
that these staff bands should be such superior organiza- 
tions to those of "line" regiments. 

Being stationary and, with the exception of the 
Marines, always resident in London, these bands have 
been able to retain the services of a better class of 
musician than the " line " bands. With the Guards and 
Artillery, their members were, for the most part, pro- 
fessional musicians, engaged in the best concert and 
theatre orchestras in London. In earlier days, when 
our great metropolis could not boast of the number of 
fine educational institutes for music as it does to-day, 
these bands were looked upon quite in the light of 
wind instrumental conservatories, which promising 
players joined, practically to complete their musical 



"The Royal Artillery Band has been "double-handed" since 
its formation in 1762. The Portsmouth Marines raised its 
string band in 1853 and the Chatham Marines in the early 
"sixties." The Royal Engineers band have had an orchestra 
since its formation in 1856. 
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training, and to ensure for themselves an entry into 
the best circles of the profession. 

During the greater part of the nineteenth century 
nearly all the leading "wind players" were military 
men, and Guardsmen mostly. Here is a run of clar- 
inettists, the principal artists of their day : Mahon 
(1755-1834), Willman (i784?-i84o), and Lazarus 
(1815-95) — all from the army. Lesser "stars" were 
Hopkins, primo clarinet at the opera, etc., Cavallini — 
the "Paganini of the clarinet," and Cadwallader 
Thomas. Among famous bassoonists were " Ashley of 
the Guards," of the old-time Handel Festivals, Wotton, 
the foremost performer of his time, Waetzig, of the 
Queen's private band, and John Winterbottom, of 
Jullien's and Mellon's concerts. The most eminent 
trumpet players of the century were Harper and 
F. McGrath, to say nothing of Jules Levy and Howard 
Reynolds, the cornet virtuosi. Reinagle, subsequently 
a distinguished 'cellist, Callcott, the father of the com- 
poser, Jarrett and Thomas Mann, were all well-known 
horn players. I may recall among oboists, Grattan 
Cooke, a professor at the R.A.M., William Crozier and 
George Horton. Phasey and Guilmartin were re- 
nowned ophicleide and euphonium players, whilst 
William Winterbottom, R. H. Booth, Thos. Colton and 
Innes, were among our best performers on the trombone. 

The wave of patriotism which swept over England 
at the time of the Crimean war and after, gave a de- 
cided fillip to military bands. The Volunteer move- 
ment (1859) especially helped in this direction. In 
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Scotland so great was the enthusiasm for bands, that 
contests were organized in 1862-3 an d 1865, "with a 
view of increasing the efficiency of Volunteer and other 
bands in Scotland." 9 This general repair of bands 
brought about the birth of two more "staff" bands — 
the Royal Engineers' Band (1856) and the Royal Artil- 
lery Brass Band (1856). 

The former corps had raised a small band in the 
" thirties," a very poor, unofficial affair. The new band 
was quite a fresh organization and comprised thirty- 
six performers. The Royal Artillery Brass Band, 
which carried off first prize at the Crystal Palace band 
contest of 1871, was re- instrumented in 1878 as a full 
military band, and called the Royal Artillery Mounted 
Band. This became a very fine combination, and gave 
weekly symphony concerts (purely as a military band), 
playing the entire symphonic works of Beethoven, 
Mozart and Haydn, quite a novelty in those days. It 
was disbanded in 1887-8, although it provided a 
nucleus for a band of the same name, which exists 
to-day. 

The instrumentation of the original band just before 
its dissolution was : 

1 Piccolo. 2 Sarrusophones. 4 Euphoniums. 

1 Flute. 7 Cornets. 5 Trombones. 

2 Clarinets, E flat. 2 Trumpets. 5 Bombardons. 
16 Clarinets, B flat. 4 Horns 3 Drums, etc. 

4 Bassoons. 1 Baritone. Total, 57. 

" Marr, " Music and Musicians." 



THE RENAISSANCE. 1 33 

In 1870 two more "staff" bands were raised, the 
Royal Horse Artillery (under J. A. Browne), which was 
merged in the Royal Artillery Mounted Band in 1878, 
and the Royal Marine Artillery, under John Winter- 
bottom. 

The Military School of Music must also be allowed 
its share in the development of military music during 
the renaissance. For whatever may be said against 
the early bandmasters from the school, there can be 
no question of the work which this institution did in 
the training of the bandsmen. When it opened its 
doors on March 3, 1857, a staff of only four professors, 
including the director of music, then called the "resi- 
dent instructor," was employed. At first the school 
gave little promise of success. The most serious 
trouble which beset the school was the meagre support 
afforded it. Regiments were free to subscribe towards 
its maintenance, or not, as they thought fit. And, of 
course, there were many regiments who had no desire 
to avail themselves of Kneller Hall, preferring the old 
style of civilian bandmaster and training their own 
bandsmen. Even in later years, when compelled to 
have a Kneller Hall bandmaster, some regiments em- 
ployed civilian "conductors." Another set-back was 
caused by the appointment of Schallehn as director of 
the school, who, we are told, had "no exceptional 
ability." After two years in office, he was dismissed. 

Despite the ill-luck which attended the school at the 
outset, there happened to be at the head of affairs a 
very ardent musician, Lieut.-Col. F. L. Whitmore, who 
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was the first commandant of Kneller Hall. 10 It was 
this officer who laid the lines upon which the school 
was to be conducted, in regard to regimental matters and 
interior economy. Great improvements have since been 
made by successive commandants, but the general sys- 
tem still obtains, thus proving the correctness of Col. 
Whitmore's judgment. The real work of directing the 
training of embryo bandmasters and bandsmen 
devolved of course upon the director of music, and in 
selecting a successor to Schallehn, Col. Whitmore was 
fortunate in fixing upon a very clever musician and an 
excellent teacher in the person of Carl Mandel. 
During Mandel's appointment the school got into full 
swing. The professors, which at the inauguration only 
numbered four, had now been increased to ten, and 
were selected from the best of their class in England. 
The famous Lazarus taught the clarinet, Barret was 
oboe professor, Phasey was responsible for the tenor 
brass instruments, and Mann had charge of the French 
horns. Whilst among the other teachers, were Carl 
Zeiss (trumpet), late professor at Brussels Conserva- 
toire, Albert Hartmann (flute), afterwards bandmaster 
17th Lancers, and the first bandmaster in our service to 
take the degree of Doctor of Music (Oxon.), and Sir 
Arthur Sullivan's father, who taught the bass brass 
instruments. 1 

" There was a Colonel Stephens in appointment before him, 
but only for a short time. 

1 It is worth while remarking that three of our great 
national composers were cradled, so to speak, in the atmosphere 
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Although only a semi-official institution, the Mili- 
tary School of Music came under the War Office con- 
trol (apparently) in 1867, and the material assistance 
which this institution was giving to the whole move- 
ment of military band reform soon became apparent to 
the authorities, for in 1872, the government gave its 
first grant toward its support, followed three years 
later by complete control being assumed. It then 
became imperative that all bandmasters should pass 
through Kneller Hall, though existing arrangements 
were not to be interfered with. 

Among the leading staff bandmasters of the day 
were : James Smyth, of the Royal Artillery ; Boose\ of 
the Royal Horse Guards; Waddell and Waterson, of 
the First, and Froenherdt, of the Second Life Guards; 
Dan Godfrey, of the Grenadiers; Fred Godfrey, of 
the Coldstreams; Charles Godfrey (Jun.), of the Scots 
Guards; Kappey, of the Chatham Marines; and 
William Winterbottom, of the Woolwich and Ply- 
mouth Marines. These are the men to whom all credit 
must be given for the part they played in the English 
musical renaissance of the mid-nineteenth century. 

There were some good men in the " line " bands who 
also deserve mention : W. Miller, of the First Rifle 



of military music. Balfe's first teacher (like Beethoven's) was 
an army bandmaster (of the Kerry Militia), whilst his first 
lessons in instrumentation came from another bandmaster, 
named Meadows. The father of W. V. Wallace was bandmaster 
of the Twenty-ninth Regiment, whilst Sullivan's father was 
bandmaster of the Royal Military. College band. 
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Brigade, who wrote the march, " I'm Ninety-Five " ; John 
Hartmann, of the Fourth Regiment, Twelfth Lancers, 
etc., the composer of "An Evening in Berlin"; Crowe, 
of the Fourteenth Light Dragoons, of Covent Garden 
Promenade Concert fame; Basquit, of the Fifty-eighth 
Regiment, who wrote the waltzes, " Kleine Camarad " 
and " Pastoral Songs " ; Bbnnisseau, of the Scots Greys, 
who composed the fantasia, " Robert Bruce " ; Relle, of 
the Twenty-eighth Regiment, well known for his dance 
music, " Farewell Waltz " and " Spanish- Beauty Quad- 
rille " ; J. Hecker, of the Eighty-fourth Regiment, com- 
poser of the fine waltzes, " Zephir Luf te," " Perlen der 
Gedanken" and "Die Schwebenden Geister"; Tam- 
plini, of the Forty-eighth, Ninety-sixth and Twenty- 
fourth Regiments, the author of the " Bandsman " ; 
Foster, of the Ninth Regiment, who wrote the overture, 
" Rob Roy " ; Morelli, of the Seventy-sixth Regiment, a 
fine arranger; J. Sidney Jones, of the Fifth Dragoon 
Guards (father of the composer of the "Geisha"), 
founder of the Yorkshire Training College of Music. 
They mostly belonged to that old class of civilian 
bandmasters long since passed away, one of whom 
J. Hamilton Clarke describes in his "Two Chorus 
Girls " : " A fair musician, an enthusiast in the art, and 
a perfect gentleman, he was worshipped by the men, 
whose studies were a matter of personal interest to 
him, and whose difficulties he always smoothed for them 
as if he were a college tutor and they undergraduates." 

When our bands were makingfgreat strides, several 
of those on the Continent were in the grip of parsi- 
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monious governments, and were suffering accordingly. 
In 1863, Belgium instituted a commission, under 
Gevaert and Victor Mahillon, to inquire into their mili- 
tary bands, 2 but little seems to have been effected by 
way of reorganization. Austrian bands fell on evil 
times altogether. Here is an infantry band of i860, 3 
quite an inferior organization to that of 1848 (see 
Chapter IX). 

1 Piccolo. 2 Horns. 

1 Clarinet, A flat. 2 Tenor Horns. 

2 Clarinets, E flat. 2 Euphoniums. 
4 Clarinets, B flat. 4 Trombones. 

2 Cornettinos, B flat. 4 Bombardons. 

2 Cornettos, E flat, 3 Drums, etc. 
2 Cornets, B flat. Total, 35. 

4 Trumpets. 

In 1868 bands for cavalry, chasseurs and artillery 
were entirely suppressed in Austria. There were some 
first-rate musicians among Austrian bandmasters of the 
period, including Gung'l, Keler Bela, P. Fahrbach, 
Nemetz and Zimmermann. 

France, the great herald of band reform, suffered 
worse than Austria. 

When the war broke out with Italy, French bands 
were reduced to forty for infantry and twenty-five for 
cavalry. Then in 1867, cavalry bands were suppressed 
altogether, which was ratified by a decree of 1873, 
which also ordered infantry bands to be kept at forty. 
The French Military School of Music ("Gymnase de 



"'Military Service Journal" (U.S.A.). 
Grove's "Dictionary" (article, Wind Band). 

19 
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Musique Militaire"), which had existed since 1836, was 
abolished in 1 856, the government arranging for a mili- 
tary music class to be started at the Conservatoire, 
under the professors from the "Gymnase de Musique 
Militaire." This was suppressed soon after the Franco- 
Prussian war, although Sax, who had charge of the class, 
offered to continue his services without any payment. 1 

Prussia, with Wieprecht still at the head of affairs, 
continued in good form, and was able to demonstrate 
its- superiority by carrying off the first prize at the great 
international contest held at Paris in 1867. Among 
the adjudicators were Georges Kastner, Ambroise 
Thomas, Delibes, Von Biilow, Felicien David, Hanslick, 
eta The test piece was the overture, "Oberon," and 
the result : 5 



Award 


State 


First 


Prussia 


i>' 


France 


it 


Austria 


Second 


Bavaria 


n 


Russia 


ti 


France 


Third 


Holland 


*» 


Baden 


Fourth 


Belgium 


t* 


Spain 



Band 



Strength Conductor 



Massed Bands of two Regiments 
of Guards 

" Garde de Paris" 

Seventy-third Regiment 

First Infantry Regiment 

Mounted Guards 

Mounted Guides 

Massed Bands of Chasseurs and 
Grenadiers 

Grenadier Regiment 

Massed Bands of Guides and 
Grenadier Regiment 

First Engineer Corps 



S6 
76 
51 
71 
62 
56 

54 
59 

64 



Wieprecht 

Paulus 

Zimmermann 

Siebenkas 

Dorfeld 

Cressonois 

Dunkler 

Burg 
Bender 

Maimo 



'Neukomm, "Histoire de la Musique Militaire,' 
'"La Musique Populaire," 1867. 



1889. 
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England would permit none of its bands to take 
part in the contest, although a special application was 
made by the French government for the leading band 
of the day, the Royal Artillery Band, under Smyth, to 
enter the lists. 

In 1882 this band came under the baton of Cavaliere 
Ladislao Zavertal, the greatest musician the British 
service ever possessed, who raised it to perhaps the 
foremost position in the annals of the military band. 
Here is the band as it was constituted at the close of 
its famous chief's career 5 

2 Piccolos. 2 Koenig Horns. 

2 Flutes. 3 Althorns. 

4 Oboes. 5 Trombones. 

4 Clarinets, E flat. 4 Euphoniums. 

29 Clarinets, B flat. 9 Bombardons. 

4 Bassoons. 3 Drums, etc. 
13 Cornets. Total, 91. 

7 French Horns. 

Another band which shared laurels with the former, 
was that of the Grenadier Guards, under the conductor- 
ship of Dan Godfrey, the most popular bandmaster 
of his day. This band took part in the great festival 
at Boston (U.S. A.) in 1872, being the first British band 
to leave its native shores. 

Here is the instrumentation of this band in 1888, 
when at the height of its fame : 6 

1 Piccolo. 6 Cornets. 

2 Flutes. 2 Trumpets. 
2 Oboes. 4 Horns. 



•Marr, "Music for the People," 1889. 
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4 Clarinets, E flat. 
14 Clarinets, B flat. 
1 Clarinet, E flat Tenor. 

1 Clarinet, B flat Bass. 

2 Bassoons. 

1 Contra Bassoon. 



1 Baritone. 

3 Trombones. 

4 Euphoniums, 
6 Bombardons. 
3 Drums, etc. 

Total, 



57. 



The numerous international exhibitions which have 
been held in England, have given splendid opportuni- 
ties to military bands, not only to our own, but to those 
of other countries. Among the most important of the 
latter which have visited England are the French 
Garde Republicaine, the Belgian Guides and the New 
York Twenty-second Regiment (Gilmore's), all most 
artistic combinations, the latter especially. Here is the 
instrumentation of Gilmore's band (1878) and the 
Belgian Guides (1888): 7 



GILMORE'S BAND. 



BELGIAN GUIDES. 



2 Piccolos. 


1 Piccolo. 


2 Flutes. 


1 Flute. 


2 Oboes. 


2 Oboes. 


1 Clarinet, A flat. 


2 Clarinets, E flat. 


3 Clarinets, E flat. 


12 Clarinets, B flat. 


16 Clarinets, B flat. 


4 Bassoons. 


1 Clarinet, Alto. 


2 Cornets. 


1 Clarinet, Bass. 


5 Trumpets. 


1 Saxophone, Soprano. 


2 Bugles. 


1 Saxophone, Alto. 


4 Horns. 


1 Saxophone, Tenor. 


1 Saxhorn, Soprano. 


1 Saxophone, Bass. 


2 Saxhorns, Alto. 


2 Bassoons. 


1 Saxhorn, Tenor. 


1 Contra Bassoon. 


2 Baritones. 


1 Cornet, Soprano. 


4 Euphoniums. 



'In Kalkbrenner's "Die Organisation der Militairmusik- 
chore aller Lander " (1884) full particulars of the organization 
of the world's military bands are given. 
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4 Cornets, B flat. 6 Trombones. 

2 Trumpets. 1 Contra Bass. 

2 Fliigel Horns. 3 Bombardons, E flat. 

4 French Horns. 2 Bombardons, B flat. 
2 Horns, E flat Alto. 8 Drums. 

2 Horns, B flat Tenor. Total, 60.' 

2 Euphoniums. 

3 Trombones. 

5 Bombardons. 

4 Drums, etc. 

Total, 66.* 

Here I must cry halt! for I do not intend, for ob- 
vious reasons, to encroach upon the "present." How- 
ever, I would like to conclude with a reference to a 
work recently published, " Musical England," by W. J. 
Galloway, in which a chapter is devoted to military 
bands. The author says "that at the present moment 
no other country has more good military bands than 
England." He also lays stress, and justly too, upon 
the important position our bands have now assumed 
in the musical life of this country. "The employment 
of military bands at places of public entertainment," 
says Mr. Galloway, "enables them to appeal to larger 
audiences than can be reached even by the leading 
metropolitan orchestras. At exhibitions and fetes, as 
well as at private gatherings, they have enormous op- 
portunities for influencing public taste, and if in turn 
public taste has reacted on them, it is only fair to say 
that the musicians of the army in the past — and still 
more in the present — have taken full advantage of 
the educational openings put before them." 

» Grove's " Dictionary " (article, Wind Band). 
> Marr, "Music for the People." 

20 
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If, as our social prophets tell us, the to-morrow 
belongs to the democracy, then the recent enormous 
growth and increasing recognition of the military band 
(which truly reflects the tastes of the masses) may be 
taken as a sign of the times, and augurs well for the 
future. 



STAFF BANDMASTERS. 

(1800 TO PRESENT TIME.) 

Including Bands of First Life Guards, Second Life Guards, 
Royal Horse Artillery, Royal Horse Guards, Royal Artil- 
lery (Woolwich), Royal Artillery Mounted, Royal Garri- 
son Artillery (Dover, Portsmouth and Plymouth), Royal 
Marine Artillery, Royal Engineers, Grenadier Guards, 
Coldstream Guards, Scots Guards, Irish Guards, Royal 
Marine Light Infantry (Chatham, Portsmouth, Plymouth 
and Woolwich), and Directors of Royal Military School of 

Music. 

BARKER, LEONARD (1852-—). Bandsman, Royal Artillery, 
1870. Bandmaster, Soots Greys, 1882 ; Second Life Guards, 
1889-95. 

BATTISHILL, PERCY F. Bandsman, Sixtieth Rifles, 1884. 
Bandmaster, Queen's Regiment, 1896; Royal Garrison 
Artillery (Dover), 1904. 

BIES, — . Bandmaster, First Life Guards, circa 1820. 

BILTON, J. MANUEL (1862 ). Bandsman, Royal Artillery. 

Bandmaster, Seventeenth Lancers, 1891 ; Royal Horse 
Guards, 1903. Composer of Symphony in E flat, cantata, 
"The Wreck of the Hesperus," overtures, "Petruchio," 
" Ulysses," " Kossuth," etc. 

BLANEY, JAMES (?). Bandmaster, Grenadier Guards (circa 
1815). 

BOOSE, CARL (1815-69). Bandsman, German Army. "One 
of the best clarinet players of his day " (Marr, " Music for 
the People"). Bandmaster, Ninth Lancers, 1841: Scots 
Guards, 1842 ; Royal Horse Guards, 1859. Decorated with 
Hessian "Order of Merit." Editor of Boosey's "Military 
Band Journal." 

143 
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BROWNE, JAMES A. (1838-—). Bandsman, Royal Artillery, 
1848. Bandmaster, Royal Horse Artillery, 1870-8. Editor 
and sub-editor "British Bandsman," "British Musician" 
and "Orchestral Times." Author of "England's Artil- 
lerymen," 1865, etc. A well-known arranger, " From East 
to West," etc. 

CLARKE, JAMES P. ( 1889). Bandsman, Sixty-first Regi- 
ment and Seventh Hussars. Bandmaster, Forty-seventh 
Regiment; Seventh and Eleventh Hussars; Thirty-sixth, 
Eighty-third, Forty-third and Fifty-fourth Regiments; 
Royal Irish Constabulary, 1872; Scots Guards, 1875-87. 
(Erroneously stated to be a Mus.Bac. in Baptie's " Musical 
Biography.") 

COLLINS, WILLIAM (1815-86). Bandsman, Royal Artillery. 
Bandmaster, Royal Artillery, 1845; Royal Bucks Militia, 
1854 ; Royal Engineers, 1856-65. 

COOKE, HENRY A. M. (1809-89). Educated R.A.M. Princi- 
pal oboe, Philharmonic and other orchestras. Professor, 
R.A.M. Bandmaster, Second Life Guards, 1849-56. Com- 
poser of operettas, songs, etc. 

COUSINS, CHARLES (1830-90). Bandsman, First Life Guards, 
1848. Bandmaster, Second Dragoon Guards, 1863. 
Director of Military School of Music, 1874-90. 

CUNNINGHAM, ALBERT J. (1868 ). Bandsman, Royal 

Artillery. Bandmaster, Royal Irish Rifles, 1896 ; Royal 
Garrison Artillery Band (Dover), 1903-4. Conductor, 
Londonderry Philharmonic Society. 

DENMAN, JAMES. Bandmaster, Coldstream Guards, circa 
1815. 

DUNKERTON, HENRY T. Bandmaster, First Munster Fusi- 
liers; Scots Guards, 1893-1900. 

EARLE, — . Bandmaster, Royal Marines (Portsmouth), circa 
184-. 

ELEY, CHRISTOPHER. Bandmaster, Coldstream Guards, 
1785-18—. 

ELRINGTON, — . Bandmaster, Grenadier Guards, circa 1794. 

ENGLEFIELD, JOEL (1844 ). Bandsman, Eighteenth 

Hussars, 1858. Bandmaster, Eighteenth Hussars, 1867; 
First Life Guards, 1890-1903. 

EVANS, ROBERT G. (1868 ). Bandsman, Royal Artillery. 

1885. Bandmaster, Highland Light Infantry, 1898 ; Royal 
Garrison Artillery Band (Plymouth), 1903. 
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FLUX, NEVILLE (1878 ). Educated R.A.M. Conductor, 

Mayfair Orchestral Society, 1900. Bandmaster, Royal 
Engineers, 1905. Conductor, Rochester Choral Society. 
His works include a Symphony in G, tone poem, "The 
Legend Beautiful," " Four Characteristic Dances,"' 
numerous overtures and smaller pieces. 

FRANKLIN, CHARLES, Second Lieutenant (1861-—). Bands, 
man, Munster Fusiliers, 1875. Bandmaster, Royal Irish 
Rifles, 1890. Director of Music, Egyptian Army, 1894. 
Director, Royal Naval School of Music, Eastney, 1907. 

FROENHERDT, C. F. (18 90). Bandmaster, Sixty-fourth 

Regiment, 1845 ; Ninety-fourth Regiment, 1845 ; Second 
Life Guards, 1856; Royal Marines (Plymouth), 1872. In- 
specting bandmaster, H.M. Training Ships, 1874. 

GODFREY, CHARLES (1790-1863). Bandsman, Coldstream 
Guards, 1813. Bandmaster, Coldstream Guards, 1825-63. 
Member of King's Band, 1831. First editor of Jullien's 
" Military Band Journal." 

GODFREY, CHARLES, M.V.O., F.R.A.M. (1839 ). Edu- 
cated R.A.M. Bandmaster, Scots Guards, 1859; Royal 
Horse Guards, 1869-1903. Commissioned Second Lieu- 
tenant 1899. Member, Royal Victorian Order, 1903. 
Professor, R.C.M. and Guildhall School. Editor of 
" Orpheus Band Journal." 

GODFREY, DANIEL (1831-1903). Educated R.A.M. Band- 

master, Grenadier Guards, 1856-96. Appointed honorary 
Second Lieutenant, 1887. The first bandmaster in our 
service to receive the commissioned rank. Professor of 
military music at the R.A.M. Composer of the waltzes, 
"Guards," "Hilda," "Mabel," etc. 

GODFREY, FREDERIC (1837-82). Bandsman, Coldstream 
Guards, 1856. Bandmaster, Coldstream Guards, 1863-80. 
Editor of Chappell's " Military Band Journal." 

GREEN, BENJAMIN, M.V.O., Second Lieutenant (1853 ). 

Bandsman, Eighth Hussars, 1865. Bandmaster, Tenth 
Hussars, 1879 ; Duke of York's School, 1888 ; Royal Marine 
Artillery, 1897. Second Lieutenant, 1911. 

GRIFFITHS, SAMUEL C. (1851-96). Bandsman, Royal Scots, 
1866. Bandmaster, Royal Scots, 1872; Royal Military 
College, 1890. Director, Royal Military School of Music 
and Second Lieutenant, 1890. Composer of overture, 
" Hermolin," motet, " God be Merciful unto Us." Author 
of the "Military Band" and "Hints on the Management 
of Army Bands." 
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HAINES, FREDERIC, L.R.A.M. (1870 ). Bandmaster, 

Royal Lancaster Regiment, 1894 ; First Life Guards, 1903-8. 

HALL, C. W. H., Second Lieutenant, M.V.O. (1858- — ). Bands- 
man, Twelfth Lancers. Bandmaster, First Royal Dragoons, 
1884 ; Second Life Guards, 1889. 

HARDY, W. Bandmaster, Grenadier Guards, circa 1830; 
Scots Guards, 1838. Retired 1842. 

HASSELL, CHARLES H. (1866 ). Bandsman, Ninety-fifth 

Regiment, 1878. Bandmaster, Fourth King's Royal Rifles, 
1892 ; Irish Guards, 1900. 

HEUVAL, WILLIAM VAN DEN (1836 ). Bandmaster, Ninth 

Regiment, 1858 ; Seventh Hussars, 1859 ; First Life Guards, 
1879-90. 

HOBY, CHARLES, A.R.C.M., L.R.A.M. Educated R.C.M. 
Chief Bandmaster, Punjaub Frontier Force, 1889-90 ; Natal 
Royal Rifles. Bandmaster under London School Board. 
Organist, St. Luke's Church, South Kensington. Band- 
master, Royal Marines (Chatham), 1907. Composer of 
songs, etc. (Novello). 

HOLLAND, EDWARD (1853 ). Bandsman, Rifle Brigade, 

1865. Bandmaster, Forty-eighth Regiment, 1878; Scots 
Guards, 1887; Norfolk Artillery, 1893 (?). 

HOPKINS, EDWARD (circa 1778-1860). "The first clarinet 
player of his day" ("Brit. Mus. Biography"). Band- 
master, Scots Guards, circa 1797-1838. 

KAPPEY, J. A. (1826-1906). Bandmaster, Eighty-ninth Regi- 
ment, 1848; Royal Marines (Chatham), 1857. Composed 
an opera bouffe, "The Wager," cantata, "Per Mare, per 
Terram," musical comedy, "The Moonlight Serenade," 
etc. Author of "History of Wind Instrumental Bands." 
Editor for Boosey and Co. 

KREYER. Bandmaster, Royal Marines (Portsmouth), 186-(?)-84. 

LAWSON, JAMES (1826-1903). Bandsman, Royal Artillery, 
1839. Bandmaster, Royal Artillery Bugle Band, after- 
wards the Royal Artillery Mounted Band, 1856-87. 

LEE, CHARLES (1863 ). Bandsman, Twentieth Hussars, 

1883. Bandmaster, Fourth Dragoon Guards, 1886 ; Royal 
Garrison Artillery (Portsmouth), 1908. 

MAANEN, J. C. VAN (1827-99). Educated Hague Conserva- 
toire. Bandmaster, Fifty-second Regiment; Royal Scots, 
1851; Bengal Artillery, 1856; Scots Guards, 1869; Royal 
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Irish Constabulary, 1875. Musical director of Lyceum and 
Prince of Wales Theatres, London. Professor of wind in- 
struments at Royal Irish Academy of Music. 

MCKENZIE, GEORGE (1780-1865). Bandsman, Royal Artil- 
lery, 1795. Bandmaster, Royal Artillery, 1810-45. 

MANDEL, CARL (P-1874). Director of Music, Kneller Hall, 
1859-74. Author of " System of Music," "Treatise on the 
Instrumentation of Military Bands," etc. 

MILLER, GEORGE, Second Lieutenant, M.V.O., Mus.Bac. 

(1853 ). Bandsman, Sixteenth Regiment. Bandmaster. 

Sixteenth Regiment, 1874; Rcyal Military College, 1880; 
Royal Marines (Portsmouth), 1884; -L.R.A.M., 1882; 
Mus.Bac (Cambridge), 1892. Composer of "Voyage in a 
Troopship," etc. Is a Chevalier of the " Ordre Militaire 
de Notre Dame de la Conception." 

MILLER, GEORGE, Junior, L.R.A.M. (18 ). Educated 

Kapellmeister Aspiranien Schule, Berlin. Bandsman, 
King's Royal Rifles, 1896. Bandmaster, King's Royal 
Rifles, 1898 ; Royal Garrison Artillery (Portsmouth), 1903 ; 
First Life Guards, 1908. 

NEWSTEAD, WILLIAM (1826-75). Bandsman, Royal Artil- 
lery, 1837. Bandmaster, Royal Engineers, 1865-71. 

NEWTON, JOHN W. (1873 ). Bandsman, Norfolk Artillery, 

1886. Sergeant Trumpeter (Bandmaster) Sligo Artillery, 
1894. Bandmaster, Second Durham Light Infantry, 1904 ; 
Royal Marines (Plymouth), 1910. 

ROGAN, J. M. Second Lieutenant, M-V.O., Mus.Doc. (Hon.), 
(1852 ). Bandsman, Eleventh Regiment, 1867. Band- 
master, Royal West Surrey Regiment, 1882; Coldstream 
Guards, 1896. 

ROGERS. Bandmaster, Royal Marines (Chatham), 18— -1857. 

SAWERTHAL, JOSEF R. (1819-1903). Educated Prague Con- 
servatoire. Bandmaster, Austrian Army. Musical Direc- 
tor Navy and Marine, 1850. Court Capellmeister to Maxi- 
milian, Emperor of Mexico. Entered English service as 
Bandmaster Fourth Regiment, 1868, and Royal Engineers, 
1871 (not 1867 vide Baptie). Retired 1891. Composer of 
opera, "Pastzrka," 1847. Decorated by Emperor of 
Austria and Napoleon III. 

SCHALLEHN, HENRY. Bandmaster, Seventeenth Lancers, 
184-. Conductor, Crystal Palace Band, 1854. Director of 
Music, Kneller Hall, 1857-9. 
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SCHNUPHASS, G. Bandmaster, Royal Artillery, 1802-10. 

SCHOTT, A. J. Bandmaster, Seventy-ninth Regiment Grena- 
dier Guards, 1844-56. 

SIBOLD. Bandmaster, Grenadier Guards, 1838-44, 

SIMS, HENRY (1858 ). Bandsman, Fourth Dragoon Guards. 

Bandmaster, Cavalry Depot, Canterbury, 1885; Royal 
Artillery Mounted Band, 1887. 

SMYTH, JAMES (1818-85). Bandsman, Nineteenth Regiment. 
Bandmaster, Nineteenth Regiment, 1841 ; Royal Artillery, 
1854-81. 

SMYTH, THOMAS. Bandmaster, Royal Marines (Woolwich), 
1856-7; Royal Marine Artillery, 1859. 

SOMMER, JOSEF, Second Lieutenant, M.V.O.. Educated 
Cologne Conservatoire. Bandmaster, Seventeenth Regi- 
ment, Twenty-sixth Regiment ; Hyderabad Contingent, 
1890 ; Royal Engineers, 1891-1905. 

STRETTON, ARTHUR, Major, M.V.O. (1863 ). Bandsman, 

Royal Artillery, 1875. Bandmaster, Cheshire Regiment, 
1893. Director, Royal Military School of Music, 1896. 

STRETTON, EDWARD C. (1871 ). Bandsman, Royal Artil- 
lery, 1886. Bandmaster, York and Lancashire Regiment, 
1900. Director, Royal Naval School of Music, 1903 ; Royal 
Artillery, 1907. 

THOMAS, CADWALLADER (1838 ). Bandsman, Coldstream 

Guards, 1853. Bandmaster, Duke of York's School, 1870 ; 
Coldstream Guards, 1880-96. 

THOMSON. Bandmaster, Royal Marines (Woolwich), 183 -54. 

TUTTON, JAMES R. One of the founders of the " Society of 
British Musicians." Bandmaster, Royal Horse Guards, 

18 1859. Composed " Dramatic Overture," " March of the 

Men of Kent," etc. 

ULRICCI. Bandmaster, First Life Guards, circa 1830, 

WADDELL, JAMES (1797-1879). Bandmaster, Eightieth Regi- 
ment, 1817 ; First Life Guards, 1832. Composer of over- 
ture, " Fair Maid of Perth," etc. 

WAETZIG, JOHN G. "An excellent bassoon player" (Grove). 
Member of the court bands of George IV, William IV and 
Victoria. Bandmaster, Second Life Guards, 183 -49. 
Sergeant Trumpeter, Royal Household, 1875. 
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WATERSON, JAMES ( 1893). Bandsman, First Life 

Guards. Bandmaster, First Life Guards, 1863 (?). Band- 
master to Viceroy of India, 1878. Editor of "British 
Bandsman." Composer of overture, " Sidonia," and a 
fine wind quintet, etc. 

WEYRAUCH, JOHN. Bandmaster, Coldstream Guards, circa 
1800. 

WIELE, FRIEDRICH. Bandmaster, Royal Artillery, 1777- 
1802. Dragoons and Sussex Militia. 

WILLIAMS, ALBERT, M.V.O., Second Lieutenant, Mus.Doc. 

(Oxon), (1864 ). Bandsman, Sixty-first Regiment, 1877. 

Bandmaster, Tenth Hussars, 1888 ; Royal Marine Artillery, 
1892; Grenadier Guards, 1897. Mus.Bac, 1891; Mus.Doc, 
1906. Composer of oratorio, "Elisha," "Heloise" and 
other overtures. Is a member of the Order of the Crown of 
Prussia. 

WILLMAN, THOMAS LINDSAY (1784-1840). "The most cele- 
brated of English clarinettists" (Grove). Army bands- 
man, principal clarinet at the Opera, Philharmonic, etc. 
Professor, Royal Academy of Music. Bandmaster, Cold- 
stream Guards, circa 1816-25. 

WINTERBOTTOM, FRANK (1861 ). Professor of Music, 

Dulwich College, and conductor of musical societies. Band- 
master, Royal Marines (Plymouth), 1890-1910. 

WINTERBOTTOM, HENRY. Bandmaster, Seventh and Eigh- 
teenth Regiments; Royal Marines (Woolwich), 1854-6. 

WINTERBOTTOM, JOHN (circa 1817-97). Famous bassoon 
player. Bandmaster, Royal Marine Artillery, 1870; 
Artists' Rifle Volunteers, 1892. 

WINTERBOTTOM, THOMAS (circa 1819-69). Bandsman, 
Royal Horse Guards. Bandmaster, Royal Marines (Ply- 
mouth), 1851-69. 

WINTERBOTTOM, WILLIAM (circa 1820-B9). Bandsman First 
Life Guards. Principal trombone, Philharmonic, Opera, 
etc. Bandmaster, Royal Marines (Woolwich), 1857; Royal 
Marines (Plymouth), 1869. 

WOOD, FREDERICK W. (1864-—). Bandsman, Fifth Lancers. 
Bandmaster, York and Lancashire Regiment, 1890; Scots 
Guards, 1900. 

WRIGHT, JOHN, Second Lieutenant (1854-1907). Bandmaster, 
South Lancashire Regiment, 1877; Royal Marines (Chat- 
ham), 1892. 

21 
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ZAVERTAL, LADISLAO, Commendatore, M.V.O., Second 

Lieutenant (1849 ). Educated Naples Conservatoire. 

Theatre conductor, Milan, 1869. Conductor musical 
societies, Glasgow, 1871. Bandmaster, Royal Artillery, 
1881-1906. Composed operas, "Tita," "Una Notte a 
Firenze," " Mirra," two symphonies, etc. Second Lieu- 
tenant, 1898. Member of Royal Victorian Order, 1901 ; 
Order of the Crown of Italy ; Ernestine Order for Art and 
Science. 

ZOELLER, CARLI (1840-89). Educated Royal Academy of Art, 
Berlin. Bandmaster, Seventh Hussars, 1879; Second Life 
Guards, 1887-9. Composed lyrical drama, " Mary Stuart," 
cantata, " Qui sedes Domine," three masses, " Ave Maria " 
for eight voices. Author of "Art of Modulation" and 
" The Viole d' Amour." 
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Aeneatores march in front of 
Roman army, 4. 

, Roman, 4. 

Almain whistle, 28. 

Antoninus, Column of, 4. 

Artillery kettledrums and car- 
riage, 1700 (illustration), 
39. 

Ashantee war horns, 5. 

Austria, Band reform in, 108. 

Austrian army bands in 1769, 
57. 

bands fall on evil 

times, 137. 

cavalry bands sup- 



pressed, 137. 

Emperor's band, 92. 

infantry band, 109. 

infantry bands in 1827, 



Austro-Hungarian bands, 72. 

Bagpipe introduced into Scot- 
land, 28. 

Band festival of 1860, 123. 

Bandmaster, Advertisement 
for, 1774, 60. 

Bandmasters allowed in 
"Army Estimates" for 
1851-2, 129. 

controlled pitch, 96. 

had no military stand- 
ing, 109. 

not formerly officially 



recognised, 129. 

-, Some famous, 82. 



Bands at Salamanca, 89 

at Talavera, 89. 

augmented, 94. 

, difference of pitch, 106. 

, Dress of, 60 



Bands, French controversy 
on, 111. 

essential to credit of 

regiment, 94. 

in 1845, 110. 

in 1854, 111 



, Instructions for, 59. 

, instrumentation very 

meagre, 61. 
— in the fighting line, 88. 
not supported by 



State, 52. 

-, Officers compelled to 



support, 94. 

of music, 56. 

of regiments, 94. 

, Reform in system of 



raising and supporting, 117 
-, Rivalry between, 96 
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Bass clarinet in "Les Hugue- 
nots," 113. 
drum and cymbals, 75. 

horn, 86. 

tuba, The first, 87. 

Bassoon in military bands, 49. 

in use in England 

before 1760, 51. 

Batyphone, 113. 

Beethoven's military band 
scores, 101. 

Belgian commission on mili- 
tary bands, 137. 

Guides, 108, 140. 

Belgium, Band reform in, 108. 

" Beowulf " quoted, 6. 

Berlioz a sponsor of the mili- 
tary band, 124. 

Biron, Marshal, quoted, 22. 

"Blacks," The, 77. 

-, The last of the, 77. 
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"Boisine" at battle of Has- 

tings, 7. 
Boose printed band parts, 

116. 
Boose's "Military Journal," 

116. 
Britons blew horns and 

trumpets before Roman 

army, 4. 

entered battle with a 

war song, 5. 

Browne, J. A., quoted, 57. 
Bugle horns, 62. 
, Royal Kent, 88. 

used in Grenadier 

Guards' Band in 1772, 63. 

Burney on bands in Germany, 

66. 
Bull's "La Battaille," 20. 
Byrd's "Battel," 20. 
Oambridge, Duke of, issues 

circular on bands, 119. 
"Captain Morgan's March," 

5. 
Cavalry music, 17, 85. 
Chappell's "Popular Music 

of the Olden Time," 26. 
Chaucer quoted, 16. 
"Chief drummers" prior to 

1579, 25. 
Chromatic trumpet, 103. 
Clarinet first used as orches- 
tral instrument by Arne, 

1762, 51. 
first used in military 

bands, 50. 

-, Influence of, on mili- 



tary bands, 50. 

invented by Denner, 



1690, 50. 

Clarinettists, List of, 131. 

Clavitube, 92. 

Clothing warrant, 1751, 61. 

Cobbold's "Mary Ann Wel- 
lington," 89. 

Coldstreams band, 91. 

band formed, 69. 

"Come to battle," 5. 

Commonwealth, Music during, 
34. 

Constantino, Arch of, 4. 

Contest at Paris in 1867, 138. 



Cornopean, 104. 

superseded trumpet, 

104. 

Crimean War gave fillip to 
military bands, 131. 

Crotch quoted, 5. 

Crowest, F. J., referred to, 
122. 

Crusaders brought better 
ideas of martial music, 10. 

Crusades ; Importance of 
music in, 8. 

Crystal Palace brass band 
concerts, 127. 

Danes, Martial music of, 5. 

used horn and trum- 
pet, 6. 

Distin's key-bugle, 92. 

Divertimento, 100. 

Drum, Cult of, 1. 

, Effect of, on the war- 
rior, 1. 

major not older than 



Charles II, 24. 

Drummer, seventeenth cen- 
tury (illustration), 21. 

Drums and fifes, Revival of, 
53. 

Edward I's minstrels. 9. 

Ill's minstrels, 9. 

Egyptians, trumpet and 
drum their chief instru- 
ments, 2. 

Elton on trumpeter's quali- 
fications, 40. 

English military bands com- 
pared with Continental, 84. 

military bands in 1777, 

84. 

■ military bands in 1750, 

music in the nineteenth 
century, 122. 

pieces sent to Ger- 



66. 



many, 65. 

Fantini, Girolamo, quoted, 20. 

Fetis a sponsor of the mili- 
tary band, 124. 

Fife, Earliest music for, in 
England, 31. 

in England, 30. 

in French army, 29. 
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Fife introduced into mili- 
tary music by Swiss, 29. 

Fifers, Henry VIII sends to 
Vienna for some, 30. 

— in Mary's reign, 30. 

First band of any note in 
1833, 104. 

"Five Decades of Epistles of 
Warre," 33. 

Flute, the, marching instru- 
ment of Greeks, 3. 

Footguards' band only had 
six members, 51. 

bands enjoyed special 

privileges, 130. 

Fortescue, Hon. J. W., 
quoted, 12. 

Forty-eighth Regiment, 89. 

eighth Regiment raised 

band in 1798, 89. 

years' peace, 93. 



Fourth Light Dragoons, 77. 
Light Dragoons Band, 

114. _ 
Frederick the Great and the 

regimental band, 56. 
French bands, high efficiency 

at Scutari, 118. 

commission on bands, 

109. 

Infantry Band in 1825, 

99. 

Military School of 

Music, 137. 

Revolution, Influence 



of, 79. 

Froissart quoted, 18. 

Fuller Maitland, J. A., 
quoted, 122. 

Galloway's "Musical Eng- 
land," 141. 

Geoffrey de Vinsauf, Chron- 
icle of, 11. 

de Vinsauf quoted, 10. 

George IVth's band, 97. 

IVth's band formed 

from Tenth Hussars, 97. 

IVth's band, Constitu- 



tion of, 97. 

IVth's band, Instru- 



German State bands, 49. 
Gilmore's band, 140. 
Gladstone on musical matters, 

95. 
Glockenspiel, 75. 
"Glorious Sixth of May," 91. 
Godfrey, Dan, 139. 
"God Save the Queen" in 

different keys at Scutari, 

118. 
Grand Duke Constantino and 

the key-bugle, 91. 
military concert at 

Chelsea, 1851, 124. 

military concert, De- 



fence of selection of music 

at, 126. 
Grattan Flood quoted, 82. 
Grenadier Guards' Band, 91. 
Grose quoted, 7. 
Guards' Band in 1783, 68. 
Guilds of roving minstrels, 14. 
Handel commemoration, 1784, 

64. 
Handel's advice to Gluck, 73. 
" Hardyknute," ballad, 6. 
" Harmonie musik," 56. 
Hautboys, 44. 

(seventeenth century 

illustration), 45. 

Hawkins, Sir John, quoted, 21. 

Hebrews relied on trumpet, 3. 

Henry Vth's trumpeters, 9. 

Herschell, Sir W., was a band- 
master, 82. 

"History of Charles and 
Grymer," 7. 

Honourable Artillery Com- 
pany, 63. 

Horn and trumpet found in 
Ireland, 5. 

and trumpet, Signals 

by, 10. 

-, First exponent of mar- 



tial music, 2. 

— — in military music, 50. 
in use in England be- 



fore 1760, 51. 

more potent than 



mentation of, 98. 
German military music, 48. 



drum, 2. 

occurs in Greek art, 2. 

players, List of, 131. 
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Horn, prototype of modern 
trumpet, 2. 

"Hudibras" quoted, 1. 

Institut National de Musique, 
80. 

International Exhibition, 140. 

Italian trumpet signals, 20. 

James's " Military Diction- 
ary," 1816, 60. 

" Jingling Johnnie," 75-6. 

J allien and military bands, 
124. 

Kappey on old drum and fife 
bands, 31. 

quoted, 8, 14, 65. 71, 

81, 96, 102. 

Kastner's "Manuel General," 

108. 
Kettledrummers as soloists, 

43. 
Kettledrums and trumpets at 

the Restoration, 35. 

in German army, 36. 

Key-bugle, 87. 

gave first complete 

scale to brass instruments, 
87. 

-, Halliday's, 87. 



King's minstrels, 9. 

trumpeter in 1292, 9. 

Kneller Hall, 134. 

■ —Hall, Teachers at, 134. 

Kiiffner, 108. 

Lancers^ (Seventeenth) Band, 

128. 
(Seventeenth) Band, 

List of, 136. 
"Line" bandmasters, 106. 
Lituus, 4. 
Lully wrote for military band, 

46. 
Machiavelli's "Art of War," 

17. 

on fifes, 29. 

March for hautboys, 46. 

. — — — for kettledrums. 42. 

for trumpets, 41. 

of the Scottish Archers, 

62. 

traced to war song of 

a,ntiquity, 21. 

Marlborough's hautboys, 55, 



"Mars, his Triumph," 31. 

, his Triumph," Music 

for drums and fifes from, 32. 

Marshal de Saxe, 22. 

de Saxe, and the mili- 
tary band, 72. 

Mendelssohn asked to recom- 
mend bandmasters, 95. 

Mersenne on oboe ; 47. 

Military art, Revival of, 12. 

bands directed by civil- 
ians, 96. 

bands on tour, 127. 

concerto, 100. 

concerto, Re-organisa- 
tion of, 105. 

music among Egyp- 



tians, 2. 

music from 1500-1700, 



musio in early Eng- 



26. 



land, 1. 

music of the Trains of 



Artillery, 42. 

music schools, none at 



end of seventeenth century, 
52. 

School of Music, 133. 



Minstrels held in high esteem, 

15. 

well paid, 15. 

Mozart on oboe, 47. 

Musical signals taught in 

armies in sixteenth century, 

16. 
"Music at the Prussian 

Court," 65. 
Napoleon, military bands 

under, 80. 
, military bands under, 

Composition of, 81. 
National Guard of France, 79. 
— Guard of Prance, 

Band of, seventy in num- 
ber 79. 
Neith'ardt, 108. 
Nioolai quoted, 67. 
Niecks quoted, 99. 
Oboe adopted by Foot Guards, 

48. 
introduced into British 

service, 1678, 47. 
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Open-air music, Influence of. 
81. 

Ophicleide, 88-9. 

used at Waterloo, 88. 

Otterbourne, Ballad on battle 
of, 15. 

Ouseley quoted, 5. 

Pagans had codes of musical 
signals, 19. 

Pandean reeds, 82. 

Paris Conservatoire had its 
origin in military music, 80. 

Parke, W. T., quoted, 68. 

Parry, Sir H., quoted, 113. 

Peninsular War, Bands in, 88. 

Perrin's "Organisation of 
Military Bands," 128. 

Peter the Great's regimental 
bands, 49. 

"Phases of Musical Eng- 
land," 122. 

Pipers, 26. 

Piper seventeenth century (il- 
lustration), 33. 

, sixteenth century (il- 
lustration), 27. 

Pipes and fifes, 22. 

Pohl quoted, 69. 

Polybius quoted, 4. 

Prudentius referred to, 6. 

Prussian bands, 107. 

" Quarterly Musical Register " 
quoted, 77, 85. 

Quintitube, 92. 

Rabelais on "joyous fifes," 
29. 

Reform in English bands, 115. 

of military music due 

to printed journals, 116. 

Regimental bands after Treaty 
of Paris, 93. 

bands limited in num- 
ber, 93. 

Renaissance, Musical, in Eng- 
land, 122. 

Richard Coeur de Lion at Mes- 
sina, 10. 

of Devizes quoted, 10. 

"Robert le Diable," 43. 

Romans and military music, 4. 

, their war instruments, 



Rousseau on German bands, 
66. 

Rowbotham, J. P., quoted, 1. 

Royal Artillery band, 73, 85, 
98, 114. 

Artillery Band aug- 
mented in 1857 and 1893, 
127. 

Artillery Band, Lists 



of, in 1857 and 1860, 127. 

Artillery Mounted 



Band, 132. 

Engineers' Band, 132. 

Horse Artillery Band, 



Marine Artillery Band, 



133. 

133. 

Regiment of Artillery 

Band, 1762, 57. 

Regiment of Artillery 



Band, Articles of Agree- 
ment, 57. 

Russian chromatic trumpet 
band, 103. 

Saracens, Instruments of, 13. 

, musical display, 13. 

, side and kettledrum, 

13. 

Saxhorns, 112. 

Saxons, horn chief instru- 
ment, 6. 

, Martial music of, 5. 

Saxophone, 113. 

Saxophones in Royal Artillery 
band, 128. 

Sax revolutionised military 
music, 112. 

Sehmidt's trumpet flourish, 
97. 

"Scipio" march, 68. 

Scotland's band enthusiasm, 
132. 

Scots' Fusilier Guards, 91. 

Guards, 78. 

Second Life Guards, 78. 

Serenade, 100. 

Sergeant trumpeter, 37. 

Serpent added to military 
band, 63. 

in 1780, 64. 

Serpentcleide, 86. 

Shakespeare on pipers, 26. 
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Signals in Mary's reign, 19. 

Simes's "Military Guide," 59. 

Slide applied to trumpet, 87. 

Smyth's band reforms, 118. 

"Souldier's Accidence," 1635, 
40. 

Spontini a sponsor of the mili- 
tary band, 124. 

Squire, W. H., quoted, 20. 

Staff bandmasters, List of, 
135. 

bandmasters, 1800 to 

date, 143. 

bands, 129. 

bands superior to those 



of line regiments, 130. 

Stainer and Barrett quoted, 
24. 

Strutt quoted, 6. 

Tabourot's " Orchesographie," 
33, 35. 

Tacitus quoted, 6. 

Taillefer, 7. 

Tambourine, 75. 

Thouret quoted, 66. 

"Times" on bandmasters' se- 
lections, 125. 

Triangle, 75. 

Trombone added to military 
band, 63. 

Trumpet among Greeks, 2. 

, Homer probably knew, 

2. 

only signalling instru- 
ment to end of fifteenth cen- 
tury, 17. 

players, List of, 131. 

, Signals given on, 3. 

used by Egyptians, 2. 



Trumpeter bands, French, 
played in unison, 41. 

bands, Music of, 40. 

of sixteenth century 

(illustration), 18. 

Trumpeters and drummers im- 
pressed into the army, 36. 

in the Life Guards, 37. 

Tuba, 4. 

Turkish music, 71, 73-4. 

music and the march, 

74. 



Turner's "Pallas Armata," 
24. 

Turpin, Dr., quoted, 56, 100. 

Twenty-ninth Foot, 78. 

Valves brought here by mili- 
tary bands, 103. 

came from Germany, 

103. 

, Clagget's, 87. 

, Good effects of, 102. 

invented, 87. 

, Two and three intro- 
duced, 102. 
" Vingt-Quatre Violons du 

Roi," 44. 
Voluntary before the march, 

Notation of, 23. 
Volunteer movement helped 

military bands, 131. 
Wagner uses bass clarinet in 

"Tristan," 113. 
uses saxhorn in " Rhein- 

gold," 113. 
Walpole quoted, 22. 
War Office petitioned on band 

reorganization, 118. 
War-pipes, Last glimpse of, 

28. 
Waterloo, Bands at, 90. 
West Middlesex Militia, 84. 

Middlesex Militia, 

Band of, 84. 

Whitmore, Lieut.-Col., at 

Kneller Hall 134. 
Wieprecht's plan for bands, 

107. 
Wilkinson, Sir J. G., quoted, 

2. 
William the Conqueror. 7. 

the Conqueror, his 

"minstrels," 7. 

Wind band, Kappey on, 65. 
Wind bands, 122. 

bands supply musiccf 

the masses, 123. 

— bands took part in Re- 
naissance of music, 122. 

players mostly military 



men, 131. 
Wood-wind inventions, 113. 
Zavertal, Cavaliere, 139. 
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HISTORICAL, DESCRIPTIVE AND 

ANALYTICAL ACCOUNT OF THE 

ENTIRE WORKS OF 

BRAHMS 

BY 

EDWIN EVANS 

(SENIOR) 

The works are treated in the order of their opus number, 
and every single composition is dealt with exhaustively. No 
other work with such a wealth of detail exists in any 
language. The whole, being adequately indexed, forms a 
complete reference book for pianist, student and concert- 
goer, and may be described as monumental. 

Of the CHAMBER AND ORCHESTRAL music, a minute 
analysis reaching to the rhythmical significance of each 
bar is given. 

The analytical accounts of the PIANO works are each 
subdivided under the headings : Key ; Time and Extent ; 
Thematic Material ; Melody ; Harmony ; Rhythm ; etc. 

The CHORAL works are dealt with in the fullest detail, 
and original English translations have been made to most 
of the SONGS. 

Each volume is a self-contained unit and a complete 
textbook on its particular subject. 

WITH 1,500 PAGES AND OVER 1,000 MUSIC 

EXAMPLES AND TABLES, COMPLETE IN 4 

VOLUMES. OCTAVO, CLOTH, £6 net. OR 

SOLD SEPARATELY AS FOLLOWS :— 

Chamber and Orchestral Works. First 
Series to Op. 67. 30s. net. 

Chamber and Orchestral Works. Second 
Series- Op. 68 to the end. 30s. net. 

Piano and Organ Works. Comprising the 
jomplete Solo Works ; "Works for Piano and Orchestra ; also 
iVorks for Piano Duet and Organ Works as applicable to 
Pianoforte Solo. 30s. net. 

Vocal Works. With portrait. 599 pages. 30s. net. 

"This treatise is comparable only to the Kochel catalogue of Mozart. Research 
and detail could go no further; this book, a labour of love indeed, will be the 
standard work of reference on Brahms for this century, if not longer." 

— The Library Assistant. 
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PAN PIPES. THE SPIRIT OF MUSIC in Nature, Art and 
Legend, from East to West. Penned in Sixteen Ar- 
ticles for General Beading, with Drawings of Eastern 
Musical Instruments By G. P. Green (author of 
"Some Aspects of Chinese Music")- Crown 8vo, cloth, 
7s. 6d. net. 

HOW TO LISTEN TO GOOD MUSIC and Encourage the 
Taste in Instrumental and Vocal Music. With many 
useful Notes for Listener and Executant. By K. Broad- 
ley Greene. Complete, cloth, 7s. 6d. net; or in two 
books, paper, 2s. 6d. net each. 

MOZART, WEBER AND WAGNER, with Various other 
Essays on Musical Subjects. By Hector Berlioz. 
Translated from the French by Edwin Evans, Senior, 
F.R.C.O. Crown 8vo, cloth, 10s. net. 

A charming Book of Musical Essays. 

SOME FAMOUS SYMPHONIES, How to Understand 
Them. With their Story and Simple Analysis. Refer- 
ences also to Gramophone Records ; numerous Portraits. 
By J. P. Porte. Dealing with Symphonies of Beet- 
hoven, Berlioz, Borodin, Brahms, Chausson, Dvorak, 
Elgar, Cesar Franck. Haydn, Mendelssohn, Mozart, 
Schubert, Stanford and Tchaikovsky. Complete in cloth, 
8s. net, or in 2 separate parts, paper, 2s. 6d. net each. 
For the general reader and musician alike. 
THE DEATH AND RESURRECTION OF THE MUSICAL 
FESTIVAL. By Rutland Boughton. 8vo, sewed, Is. net. 
The Decay of Triennials — The Rise of Competitions — The Reform of Com- 
petitions — The Festival of the Future. 

SOME ASPECTS OF CHINESE MUSIC AND SOME 
THOUGHTS AND IMPRESSIONS ON ART PRINCI- 
PLES IN MUSIC. By G. P. Green. Post 8vo, cloth, 
6s. net, paper covers, 3s. 6d. net. 

THE FUTURE OF MUSIC. Coming Changes Outlined in 
Regard to Composer, Conductor and Orchestra. By 
Louis Lalot. Translated by Mrs. Franz Liebich. 8vo, 
cloth, 3s. 6d. net; paper, 2s. net. 

SOME ASPECTS OF GIPSY MUSIC. By D. C. Parker. 
Post 8vo, cloth, 6s. net (or paper covers, 3s. 6d. net). 

MUSIC AND MUSICIANS. Essays and Criticisms, by Robert 
Schumann. Translated, Edited and Annotated by F. R. 
Ritter. Portrait of Robert Schumann, photographed 
from a Crayon by Bendemann. First Series, Eighth 
Edition. Thick crown 8vo, cloth, 419 pages, ISs. net. 

Ditto. Second Series. Fourth Edition, with a Contents- 
index added. Thick crown 8vo, cloth, 540 pages, 
15s. net. 
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THE DEEPER SOURCES OF THE BEAUTY AND EXPRES- 
SION OF MUSIC. By Joseph Goddard. With many 
Musical Examples. Crown 8vo, cloth, 7s. 6d. net. 

WOMAN AS A MUSICIAN. An Art Historical Study. By 
F. R. Ritter, 8vo, sewed, 3s. net. 

MUSICAL DEVELOPMENT, or, Remarks on the Spirit of 
the Principal Musical Forms. Being an ^Esthetical In- 
vestigation, in which an Attempt is made to show the 
Action in Music of certain Laws of Human Expression; 
to point out what are the Spiritual Aims of the Chief 
Forms of Composition, and the Broad Principles upon 
which they should be Constructed. By Joseph Goddard. 
8vo, cloth, 10s. net. 

IN THE SERVICE OF ART. A Plea for Simplicity in 
Music. By J.-Joachim Nin. Translated by Mrs. Franz 
Liebich. Post 8vo, 2s. 6d. net. 

Translations of this brilliant essay have already appeared in Spanish, 
Italian and German. 

THE PLACE OF SCIENCE IN MUSIC. By H. Saint- 
George. Addressed to Advanced Students of that 
branch of Musical Knowledge commonly called Har- 
mony. With music examples. 8vo, sewed, 2s. 6d. net. 

NECESSITY OF MUSIC IN THE SCHOOL CURRICULUM. 
Address delivered to Members of the Music Teachers' 
Association. By A. W. Pollitt, Mus.D., F.B.C.O. 
8vo, sewed, Is. 6d. net. 

AESTHETICS OF MUSICAL ART\ or, The Beautiful in Music. 
By Dr. Ferdinand Hand. Translated from the German 
by Walter E. LawsOn, Mus.Bac. Cantab, etc. Second 
Edition. Crown 8vo, cloth, 10s. net. 

NATIONAL SCHOOL OF OPERA FOR ENGLAND. Being 
the Substance of a Paper read at Trinity College, Lon- 
don. By Frank Austin. Is. net. 

MATERIAL OF MELODY and Early Steps in Musical Art. 
By J. H. Lewis. 6d. net. 



MUSIC IN THE HIRSCH LIBRARY (Part 53 of the Cata- 
logue of Printed Music in the British Museum), by A. 
Hyatt King and C. Humphries, 1951. Published for the 
Trustees of the British Museum. This catalogue, pre- 
pared by the Museum staff, lists also a considerable num- 
ber of works which were either not included in the original 
four volume catalogue by P. Hirsch, or were acquired 
later. 4to, cloth, £2 2s net. 
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THEIR WORKS. 

I.— COLLECTED. 

ON RUSSIAN MUSIC. Critical and Historical Studies 
of Glinka's Operas, Balakirev's Works, etc. With 
chapters dealing with Compositions by Borodin, 
Rimsky-Korsakov, Tchaikovsky, Mussorgsky, Glazunov, 
and various other Aspects of Russian Music. By Gerald 
Abraham. With Frontispiece and Music Examples. 
8vo, cloth, ISs. net. 

Companion to the same author's " Studies in Russian 
Music." 

STUDIES IN RUSSIAN MUSIC. Rimsky-Korsakov and 
his Contemporaries. Critical Essays on the most im- 
portant of Kimsky-Korsakov's operas, Borodin's 
"Prince Igor," Dargomizhsky's "Stone Guest," etc .■ 
with chapters on Glinka, Mussorgsky, Balakirev and 
Tchaikovsky. By Gerald Abraham. Copiously illus- 
trated by music examples. 350 pages, crown 8vo, cloth, 
18s. net. 

FROM MENDELSSOHN TO WAGNER. Being the Memoirs 
of J. W. Davison, forty years Music Critic of "The 
Times," compiled by his son, Henry Davison, _ from 
Memoranda and Documents. With 52 portraits of 
Musicians and Important Letters (previously unpub- 
lished) of Mendelssohn, Berlioz, Gounod, Jullien, Mac- 
farren, Sterndale Bennett, etc. Index, 539 pages, 8vo, 
cloth, 25s. net. 

WITH THE GREAT COMPOSERS. A Series of Pen Pic- 
tures, exhibiting the Personal Characteristics as Artists 
of the World's great Tone Poets in the form of Inter- 
views. By Gerald Cumberland. Portraits. Cr. 8vo, 
cloth, 10s. net. 

Deals with Chopin, Haydn, Mendelssohn, Paganini, Beethoven, Handel, 
Rossini, Schubert, Licit, Berlioz, Mozart, Wagner, Tchaikovsky, Chern- 
bini, Wolf, Borodin, Schumann, Sullivan. 

THE SYMPHONY WRITERS SINCE BEETHOVEN. Criti- 
cal Essays on Schubert, Schumann, Gotz, Brahms, 
Tchaikovsky, Bruckner, Berlioz, Liszt, Strauss. Mahler, 
Mendelssohn, Saint-Saens, etc. By Felix Wbingart- 
nhr. Translated by A. Bles. Twelve Portraits. 
Second Impression. With Chapter added by D. C. 
Parker on Weingartner's Symphony No. 5. Crown 8vo, 
cloth, 12s. 6d. net. 
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REEVES' DICTIONARY OF MUSICIANS. Biographical Ac- 
counts of about 2,500 Noteworthy Musicians of the Past 
and Present. Edited by Edmondstoune Duncan and 
Others. Crown 8vo, cloth, 7s. 6d. net (paper covers, 4s. 
net). 

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN- 
ISTS. Biographical and Anecdotal, with Account of 
the Violin and Early Violinists. Viotti, Spohr, Paga- 
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu- 
mann (Robert and Clara), Chopin, Thalberg, Gottschalk, 
Liszt. By G. T. Ferris. Third Edition. Crown 8vo, 
cloth, 8s. 6d. net. 

SKETCHES OF ENGLISH GLEE COMPOSERS. Historical, 
Biographical and Critical. From about 1735-1866. By 

D. Baptie. Post 8vo, cloth 8s. 6d. net. 

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A. 

Barrett. 8vo, cloth, 6s. net (paper covers, 3s. 6d. net). 

SOME MUSICAL RECOLLECTIONS OF FIFTY YEARS. 

By Richard Hoffman. With Memoir by Mrs. Hoff- 
man. Illustrated with many Plate Portraits. Crown 
8vo, cloth, 10s. net. 

MUSICAL MEMORIES. By William Spark, Mus.Doc. (late 
Organist of the Town Kail, Leeds). Revised Popular 
Edition. With sixteen Portraits. Thick crown 8vo, 
cloth, 10s. net. 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including 
Performers on the Violoncello and Double Bass, Past 
and Present. Containing a Sketch of their Artistic 
Career, together with Notes of their Compositions. By 
A. Mason Clarke. Nine Portraits. Post 8vo, cloth, 
10s. net. 

" We may here take the opportunity of recommending- a useful book to 
all lovers of violins and violinists. Fiddlers, Ancient and Modern, is 
praotioally a little Biographical Dictionary, well arranged, with some 
excellent portraits." — Northern Whig. 

HOW TO STUDY THE PIANOFORTE WORKS OF THE 
GREAT COMPOSERS. By Herbert Westerbt 
Mus.Bac. Handel, Bach, Haydn, Scarlatti, Mozart, 
Clementi, C. P. E. Bach. With 123 Musical Examples. 
Crown 8vo, cloth 12s. net. 

The following issued singly, paper covers : 

Handel, Is.; D. Scarlatti, Is.; J. S. Bach, Is. 6d.; C. P. 

E. Bach and Haydn, Is.; Clementi, Is.; Mozart, Is. 6d. 
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MAKERS OF MUSIC. Biographical Sketches of the Great 
Composers. With Chronological Summaries of their 
Works and Facsimiles from Musical MSS. of Bach, 
Handel, Purcell, Dr. Arne, Gluck, Haydn, Mozart, 
Beethoven, Weber, Schubert, Berlioz, Mendelssohn, 
Chopin, Schumann, Wagner, Verdi, Gounod, Tchaikov- 
sky, Brahms and Grieg, with General Chronological 
Table. By R. Farquharson Sharp. Numerous Por- 
traits. Fourth Edition, Revised and Enlarged. Crown 
8vo, cloth, 12s. 6d. net. 

BRITISH MUSICAL BIOGRAPHY. A Dictionary of Musical 
Artists, Authors and Composers born in Britain and its 
Colonies. By J. D. Brown and S. S. Stratton. 8vo, 
cloth, 21s. net. 



BOOKS ABOUT MUSICIANS AND 
THEIR WORKS. 

II.— INDIVIDUAL. 

BACH. A DIGEST OF THE ANALYSES OF J. S. BACH'S 
FORTY-EIGHT CELEBRATED FUGUES FROM THE 
WELL-TEMPERED CLAVIER (Das Wohltemperirte 
Klavier). With over 1,600 Musio Examples and 46 
Tables. Compiled by Brook Sampson, F.R.C.O. Cloth, 
25s. net. 

THE FORTY-EIGHT FUGUES IN THE WELL-TEMPERED 
CLAVIER (Das Wohltemperirte Klavier). By J. S. 
Bach. Analysed by Brook Sampson, Mus.Bac. Oxon., 
F.R.C.O. 

Following obtainable. Is. 6d. net each. 
No. 4, in C sharp minor No. 29, in D major 

No. 9, in E major No. 34, in E minor 

No. 16, in G minor No. 36, in F minor 

No. 18, in G sharp minor No. 38, in F sharp minor 

No. 24, in B minor No. 40, in G minor 

No. 28, in C sharp minor 

OUTLINE ANALYSIS OF BACH'S FORTY-EIGHT FUGUES. 

By Brook Sampson. 3s. net. 

BALFE: HIS LIFE AND WORK. By Wm. Alexander 
Barrett. Over 300 pages. Crown 8vo, cloth, 12s. 6d. net. 

A CRITICAL STUDY OF BEETHOVEN'S NINE SYM- 
PHONIES, with a Few Words on His Trios and 
Sonatas, a Criticism of " Fidelio " and an Introductory 
Essay on Music. By Hector Berlioz. Translated from 
the French by Edwin Evans, Senior. Portrait. Crown 
8vo, cloth, 21s. net. 

BEETHOVEN AND HIS PIANO WORKS (Sonatas, Con- 
certos, Variations, etc.). Descriptive and Analytic Aid 
to their Understanding and Rendering. By Herbert 
Westerby. With list of Principal Editions and Bib- 
liography. 3 illustrations, 45 music examples. Crown 
8vo, cloth, 10s. net. 

BEETHOVEN'S PIANOFORTE SONATAS Explained for the 
Lovers of the Musical Art. By Ernst von Elterlein. 
Translated by E. Hill, with Preface by Ernst Pauer. 
Revised Edition (the Seventh issue). With Portrait, 
and View of Beethoven's House. Crown 8vo, cloth, 
10s. net. 

" Ha writes with the ripe knowledge and thorough understanding: of 
a practical musician. Every muaioal student or amateur can safely trust 
him as a oompetent and agreeable guide." — £. Paver. 
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"The Immortal Nine." 

BEETHOVEN'S NINE SYMPHONIES. Fully Described 
and Analysed. A Series of Chapters giving a complete 
Account of Thematic Material and auxiliary Motives : 
an Analytical Chart of each Movement ; full Technical 
Descriptions of Developments ; Particulars of Formal 
and Rhythmic Features ; Epitomical Tables, etc. Illus- 
trated by 637 Musical Examples. By Edwin Evans 
(Senior), author of "Handbook to the Vocal Works of 
Brahms," etc. Cloth, Vol. I (Nos. 1 to 5), 17s. 6d. net. 
Vol. II (Nos. 6 to 9), out of print. 

BEETHOVEN'S SYMPHONIES in their Ideal Significance, 
Explained by Ernst von Elterlein. Translated by 
Francis Weber. With an Account of the Facts Relat- 
ing to Beethoven's Tenth Symphony. By L. Nohl. 
Second Edition, with Portrait. Crown 8vo, cloth, 
10s. net. 

BEETHOVEN'S SYMPHONIES Critically Discussed by Alex- 
ander Teetgen. With Preface by John Broadhouse. 
Second Edition. Post 8vo, cloth, 6s. 6d. net. 

BEETHOVEN'S PIANO SONATAS. A Descriptive Com- 
mentary on the Sonatas in the light of Schnabel's In- 
terpretations ; giving an sesthetic Appreciation of each 
Sonata, with an Outline of the Development of the 
Sonata Form in Beethoven's hands. With a Biographi- 
cal Sketch of Schnabel and an account of his activity aa 
an executant, composer and teacher. By Rudolf Kast- 
ner. Englished by Gerald Abraham. 55 pages, post 
8vo, cloth, 5s. 6d. net (paper, 3s. 6d. net). 

NOTES ON THE INTERPRETATION OF 24 FAMOUS PIANO 
SONATAS OF BEETHOVEN. By J. Alfred John- 
stone (author of "The Art of Teaching Piano 
Playing, ' " Piano Touch, Phrasing and Interpretation," 
etc.). Portrait, crown 8vo, cloth, 12s. 6d. net. 

BEETHOVEN. By Richard Wagner. With a Supplement 

from the Philosophical Works of Arthur Schopenhauer. 

Translated by Edward Dannreuther. Third Edition. 

Crown 8vo, cloth, 12s. net. 

" It is a plain duty to be familiar and even intimate with the opinion 

of one famous man about another. Gladly therefore we weloome Mr. 

Dannreuther's translation of the work before us. Mr. Dannreuther has 

achieved his task with the conscientiousness of his nature and with a 

success due to muoh tact and patienoe." — Musical Times. 

" This work contains his contributions towards the metaphysics of 
music, if, indeed, euoh can be said to exist. Apart, however, from meta- 
physics, the work is an exposition of Wagner's thoughts on the signifi- 
cance of Beethoven's music ''—Grave's Dictionary. 
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BERLIOZ AND THE ROMANTIC CENTURY. By J. 

Barzun. Two volumes. 18 illustrations. Demy 8vo, 

cloth, 42s. net. 
This monumental work, on which Professor Barzun has 
been engaged for twenty years, is the first comprehensive 
book on Berlioz in the English language. 

BORODIN THE COMPOSER AND HIS MUSIC. A Descrip- 
tive and Critical Analysis of his Works and a Study 
of his Value as an Art Force. With many references 
to the Russian Kouchka Circle of Five — Balakirev, 
Moussorgsky, Cesar Cui and Rimriky-Korsakov, with 
Borodin. By G. E. H. Abraham. With 5 Portraits. 
Thick crown 8vo, cloth, 15s. net. 

LIFE OF JOHANNES BRAHMS. By Florence May. Second 
Edition. Revised by the Author, with additional matter 
and Illustrations, and an Introduction by Ralph Hill. In 
2 vols., 8vo, cloth, 35s. net. 

LIFE OF CHOPIN. By Franz Liszt. New and very much 
Enlarged Edition. Translated in full now for the first 
time by John Broadhotjse. Second Edition, Corrected. 
Crown 8vo, cloth, 16s. net. 

" Franz Liszt has written a charming sketoh of Chopin's life and art." 
—Encyclopedia Britannica. 

" Liszt's criticisms upon his separate works have all the eloquent mys- 
tioisms to be expected from him ; and the biography is a book musioians 
will always prize." — Sunday Times. 

Geohqb Sand describes it as " un pea exuberent en style, mais rempli 
de bonnes choses et de tres belles pages." 

CHOPIN, HIS LIFE AND LETTERS. By Moritz Kara- 
sowski. Translated by Emily Him,. Third Edition, 
with additional Letters in Polish with English transla- 
tion, Chopin to Grzymala, and extra Illustrations. 
Fourteen Illustrations. Crown 8vo, cloth, 25s. net. 

Karaaowski was a close friend of the family of Chopin and was in- 
timate with them for several years. He was given acoess to the letters, 
many of whioh were subsequently destroyed during the Warsaw insur- 
rection, written by Chopin to his family in Poland throughout his life 
abroad. These facts give this work particular value, and to it we are 
also indebted for valuable information regarding Chopin's life. 

CHOPIN'S GREATER WORKS (Preludes, Ballads, Noc- 
turnes, Polonaises, Mazurkas). How they should be 
Understood. By J. Kleczynski. Including Chopin's 
Notes for a " Method of Methods." Translated with 
additions by N. Janotha and Edited by Sutherland 
Edwards. Second Edition. With three Portraits and 
a Facsimile. Crown 8vo, cloth, 8s. 6d. net. 
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FREDERIC CHOPIN, Critical and Appreciative Essay. By 
J. W. Davison, forty years Music Critic of "The 
Times." 8vo, 3s. net. 

CHOPIN: AS REVEALED BY EXTRACTS FROM HIS 
DIARY. By Count Tarnowski. Translated from the 
Polish by N. Janotha. With eight Portraits. Crown 
8vo, cloth, 6s. net (or paper cover, 3s. 6d. net). 

In the above notes Chopin alludes to many of his compositions as well 
as relating the conditions under which they were written. 

CHOPIN THE COMPOSER AND HIS MUSIC. An Ana- 
lytical Critique of Famous Traditions and Interpreta- 
tions, as exhibited in the Playing of Great Pianists, 
Past and Piesent. By John F. Porte. With portrait. 
193 pages, crown 8vo, cloth, 10s. 6d. net. 

" Your exoellent book gives me supreme pleasure. You judge tradition 
■9 well. I thank you for your artistic sympathy and your wonderful 
book." — Mobitz Rosenthal. 

HOW TO PLAY CHOPIN. The Works of Chopin. Their 
Proper Interpretation. By J. Kleczynski. Translated 
by A. Whittingham. Sixth Edition. Woodcut and 
Music Illustrations. Crown 8vo, cloth, 7s. 6d. net. 

" Contains the cream of Chopin's instructions to his own pupils. To 
admirers of Chopin and players of his music- we should say this book is 
indispensable." — Bazaar. 

HANDBOOK TO CHOPIN'S WORKS. Detailed Account of 
all Compositions of Chopin. Short Analyses for Piano 
Student and Critical Quotations from Writings of 
Well-known Musical Authors. Also a Short Biography, 
Critical Bibliography and a Chronological List of 
Works, etc. By G. C. A. Jonson. Third edition. 
Crown 8vo, cloth, 18s. net. 

** Here in one compact volume, is all that it is necessary to know about 
Chopin and his works except by the leisured enthusiast." — Daily Chronicle. 

CHERUBINI, LIFE OF. By F. J. Crowest. Crown 8vo, 
cloth, 6s. net. 

CHERUBINI. Memorials illustrative of his Life. By E. 
Bellasis. Thick crown 8vo, cloth, 15s. net. 
Standard biography of Cherubini. 

CESAR FRANCK. Personal Reminiscences. By J. W. Htn- 
ton, M.A., Mus.D. Crown 8vo, limp cloth, 5s. net. 

GLUCK AND HIS OPERAS, With an Account of their Rela- 
tion to Musical Art. By Hector Berlioz. Translated 
from the French by Edwin Evans, Senior. Portrait. 
Crown 8vo, cloth, 10s. net. 
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HANDEL'S "MESSIAH." The Oratorio and its History. 
A Handbook of Hints and Aids to its Public Perform- 
ance, with useful Notes on each Movement, as well as 
Numerous References and much Original Information. 
By J. Aixanson Benson. Cloth, 6s. net (paper 3s. net). 

LISZT, COMPOSER, AND HIS PIANO WORKS. Descrip- 
tive Guide and Critical Analysis, written in a popular 
and concise style. By Herbert Westerby, Mus.Bac, 
Lon., etc. 5 illustrations, 24 music examples. 336 pp., 
crown 8vo, cloth, 12s. 6d. net. 

THE ORGAN PARTS OF MENDELSSOHN'S ORATORIOS 
AND OTHER CHORAL WORKS. Analytically Con- 
sidered. By Orlando A. Mansfield, Mus.Doc, F.B.C.O. 
Numerous Musical Examples. Crown 8vo, cloth, 10s. net. 
net. 

HOW TO INTERPRET MENDELSSOHN'S "SONGS WITH- 
OUT WORDS " (the celebrated " Lieder ohne Worte "). 
A Readable and Useful Guide for All. Gives the Piano 
Student helpful Insight into the first Principles of 
Form in Music. By Charles W. Wilkinson. With 
portrait and facsimile of MS. Crown 8vo, cloth, 6s. net 
(paper, 3s. 6d. net). 

These notes on each of the " Lieder " yvill help the student in playing 
these homely and easily intelligible compositions. 

ANALYSIS OF MENDELSSOHN'S ORGAN WORKS. A 

Study of their Structural Features. For the Use of 
Students. By Joseph W. G. Hathaway, Mus.B. Oxon. 
127 Musical Examples. Portrait and Facsimiles. Crown 
8vo, cloth, 8s. 6d. net. 

MOZART : a Commemorative Address read before the Posi- 
tivist Society. By V. Lushington. 8vo, 2s. net. 
Mozart and Religion. 

MOZART AND THE SONATA FORM : A Companion Book 
to any Volume of the Sonatas for Piano, including an 
Analysis of the Form of each Movement, with Notes 
upon Treatment and Tonality, by J. R. Tobin, Mus.B. 
Crown 8vo, cloth, 10s. net. 

THE SONATA : Its Form and Meaning, as Exemplified iD 
the Piano Sonatas by Mozart. A Descriptive Analysis, 
with Musical Examples. By F. H. Mares. Sq. 8vo| 
well printed on good paper, cloth, 15s. net; paper, 
10s. 6d. net; or in two volumes (Nos. 1 to 9 and 10 to 20), 
paper, each 6s. net. 
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QUESTIONS ON MOZART'S SONATAS, both Educational 
and Suggestive. By F. Helena Marks. Aid and Com- 
panion to the Study of the Author's work, "The Son- 
ata : Its Form and Meaning as Exemplified in the 
Piano Sonatas by Mozart." For Teachers and Stu- 
dents. 2s. 6d. net. 

PURCELL. By William H. Ctjmminqs, Mus.Boc. Crown 
8vo, cloth, 6s. net. 

RACHMANINOFF. An Exhilarating Biographical Study 
of this Genius of the Keyboard. By Watson Lyle. 
With Critical Survey of his Works as recorded on 
Gramophone Records, also his Playing of other Com- 
posers' Work3. Preface by Leff Pocishnoff. Two 
Portraits and List of Works. Crown 8vo, cloth, 
15s. net. 

FRANZ SCHUBERT, Man and Composer. A Vivid Story 
of a Charming Personality. By C. Whitaker-Wilson. 
With Original Translations into English of eight Well- 
known Schubert Songs, together with the Music for the 
Voice. Portraits and Illustrations of Schubert and his 
Friends. Handsome volume, thick crown 8vo, cloth 
gilt, 15s. net. 

Schubert — the most poetical musician that ever was. — Liszt. 
Schubert — the man with the Divine Spark.— Beethoven. 

HENRY SMART'S ORGAN COMPOSITIONS ANALYSED. 

By J. Broadhouse. Crown 8vo, cloth, 5s. net. 

TEMPLETON AND MALIBRAN. Reminiscences of these 
Renowned Singers, with Original Letters and Anec- 
dotes. Three Authentic Portraits by Matall. 8vo, 
cloth, 10s. net. 

WAGNER'S TEACHINGS BY ANALOGY. His Views on 
Absolute Music and of the Relations of Articulate and 
Tonal Speech, with Special Reference to " Opera and 
Drama." A Series of Papers for the Student. By 
Edwin Evans, Senior, F.R.C.O. Crown 8vo, cloth, 
6s. net; paper, 3s. 6d. net. 
The above forms an introduction to Wagner's Prose Writings. 

WAGNER'S "PARSIFAL." And the Bayreuth Fest-Spiel- 
haus. By N. Kilburn. Paper, Is. net. 

WAGNER SKETCHES, 1849. A Historical Retrospect in 
vindication of Wagner. By William Ashton Ellis. 
Cloth, 3s. 6d. net (paper 2s. net). 
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OPERA AND DRAMA. By Richard Wagnbe. Translated 
by Edwin Evans, Senior, F.R.C.O. Vol. I: Part I. 
Opera and the Essence of Music. Part II. The Stage- 
Play and Dramatical Poetic Art in the Abstract. Vol. 
II : Part III. Poetry and Music in the Drama of the 
Future. The Three Parts in 2 vols. Portrait. Crown 
8vo, cloth, 30s. net. 

The value of the study of Wagner's prose writing as an education to 
the musical student cannot be over-estimated, and amongst these prose 
writings " Opera and Drama " may be considered his principal oritical 
and theoretical production. Without a study of its contents no true and 
lasting' understanding of opera oan be arrived at. 

Wagner writing to his friend Uhlig eaid: 

" Here you have my testament; I may as well die now — anything fur- 
ther that I could do seems to me a useless piece of luxury." 

Eunest Nswman in " A Study o' Wagner," writes : " Although there 
appears here and there in his prose-work something of the vast synthetio 
power of his musical imagination — such a work as ' Opera and Drama/ 
for instance, finally compelling our admiration for its tenacity of pur- 
pose and the breadth of vision that sweeps so far before and after." 

WAGNER'S PROSE WORKS. Translated by Wm. Ashton 
Ellis. Vol. I, The Art-Work of the Future, etc., 21s. net; 
Vol. II, Opera and Drama, out of print; Vol. Ill, The 
Theatre, 21s. net; Vol. IV, Art and Politics, 21s. net; 
Vol V, Actors and Singers, out of print; Vol. VI, Reli- 
gion and Art, out of print ; Vol. VII, In Paris and Dres- 
den, 35s. net; Vol. VIII, Posthumous, etc., out of print. 
Complete sets are occasionally available. Apply to the 
publishers of this list for particulars. 

DIARY OF A PILGRIM IN THE NETHERLANDS. The Holy 
Grail in Bruges and Other Impressions of Travel. 
Bruges, Courtrai, Tournai, Amsterdam, the Hague, Ant- 
werp. By Rose Koenig. Crown 8vo, cloth, 3s. 6d. net 
(paper covers, 2s. net). 

HOW TO UNDERSTAND WAGNER'S " RING OF THE 
NIBELUNG." Being the Story and a Descriptive Ana- 
lysis of the " Rheingold," the "Valkyr," "Siegfried" 
and the "Dusk of the Gods." With Musical Examples 
of the Leading Motives of each Drama. By Gustave 
Kobbe. Together with a Sketch of Wagner's Life. By 
N. Kilbdrn, Mus.Bac. Cantab. Seventh Edition, with 
Additions, a Portrait and Facsimile. Post 8vo, cloth, 
7s. 6d. net. 

" Description and analysis go hand in hand with the narration of the 
tory. Musical examples are given as aids to the identification of the 
nding motives and an index makes it easy for any reader to turn up 
iy particular motive instantly." — Yorkshire Observer. 

MY RECOLLECTIONS OF RICHARD WAGNER. By 

August Lesimple. Post 8vo, cloth, 3s. 6d. net (paper 
covers, 2s. net). 
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WAGNER. A Sketch of his Life and Works. By N. Kil- 
burn, Mus.Bac. Cantab. Paper, Is. net. 

ON CONDUCTING. By Eichaed Wagner. Translated by 
Edward Dannreuther. Fourth Edition. Crown 8vo, 
cloth, 7s. 6d. net. 

" One of the finest of his minor publications, and to the professional 
musician, perhaps the most instructive, giving his views as to the true 
way of rendering classical music, with numerous directions how to do it, 
and how not to do it, together with many examples in musioal type from 
the instrumental works of Beethoven, Weber, Mozart, etc." — Grove's 
Dictionary. 

WAGNER. "King of the Nibelungen." Being the Story 
concisely told of " Das Rheingold," " Die Walkure," 
" Siegfried " and " Gotterdammerung." By N. Kil- 
burn, Mus.Bac. Cantab. Crown 8vo, paper, 2s. net. 

THREE IMPRESSIONS OF BAYREUTH. The 1908 and 
Previous Wagner Festivals. By Eose Koenig. With 
Two Facsimile Programmes. Crown 8vo, cloth, 3s. 6d. 
net (paper, 2s. net). 



HISTORY OF MUSIC, AND OF MUSICAL 
INSTRUMENTS. 

STRINGED INSTRUMENTS OF THE MIDDLE AGES. 

Their Evolution and Development. By Hortense 
Panum. English edition, revised and edited by Jeffrey 
Ptjlver. A detailed and comprehensive history, with 
illustrations, of the evolution of the mediaeval stringed 
musical instruments from their first appearance in the 
records of the earliest civilisations, through their 
gradual development in the Greek, Roman and Chris- 
tian eras down to more recent times. 400 illustrations, 
8vo, cloth, pp. ix, 511, 35s. 
Many years of travel and research were necessary to make the produc- 
tion of this work possible. The author, in addition, has most pains- 
takingly nearohed medieaval literature and the reoords of contemporary 
art for references to and descriptions of the instruments dealt with, 
and it is believed that the account here given of them is as complete ns 
it is possible to make it. 

The book is most generously illustrated and oarefully indexed by the 
editor. No pains have been spared to secure drawings or photographs 
of practically every type mentioned. 

TRIBAL MUSIC AND DANCING IN THE SOUTHERN 
SUDAN, at Social and Ceremonial Gatherings. A de- 
scriptive account of the music, rhythm, etc., from per- 
sonal observation. By Dr. A. N. Tucker. 5 illustra- 
tions, 61 music examples illustrating the dances, songs 
and rhythm. 57 pages, demy 8vo, 10s. 6d. net (or paper, 
6s. 6d. net). 

HISTORY OF THE TRUMPET of Bach and Handel. A 
New Point of View and New Instruments. Forming a 
History of the Trumpet and its Music, from its earliest 
use as an artistic instrument to the middle of the 18th 
century. Special reference given to its employment by 
Bach and Handel, and the correct modern performance 
of old parts ; including a description of the new instru- 
ment invented by the author for this purpose. By 
Werner Menke. Englished by Gerald Abraham. With 
5 plates and music supplement. English and German 
text. 223 pages, crown 8vo, cloth, 15s. net. 

BOWED HARP (THE). A Study showing Fresh Li^ht on 
the History of Early Musical Instruments. By Otto 
Andersson, Ph.D., President of the Swedish University 
at Abo. From the Original Swedish Edition, revised by 
the Author. The Translation Edited with additional 
footnotes by Kathleen Schlesinger. 116 Illustrations, 
Bibliography and Index. 340 pages, 8vo, cloth, 
30s. net. 
" A valuable contribution to the literature about early musical in 

strnments."— The Strad. 
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MUSIC IN MEDIEVAL SCOTLAND. By Dr. Henry G. 
Farmer. Introduction by Sir Richard E. Terry, 
Mus.Doc. 8vo, sewed, 5s. net. 

MUSIC OF THE MOST ANCIENT NATIONS, Particularly 
of the Assyrians, Egyptians and Hebrews ; with special 
reference to Discoveries in Western Asia and in Egypt. 
By Carl Engel. This issue has large size reproduc- 
tions of Harp unearthed at Ur (1928), and of Silver 
Military Trumpet from the Tomb of Tut-Ankh-Amen 
in the Valley of the Kings (unearthed 1926). The 
volume has about 100 illustrations. Thick 8vo, cloth, 
30s. net. 

STORY OF INDIAN MUSIC AND ITS INSTRUMENTS. A 

Study of the Present and a Record of the Past. To- 
gether with Sir William Jones' celebrated Treatise in 
full. With 19 Plates, chiefly of Instruments, 7 Music 
Illustrations and a Map. By Ethel Rosenthal, 
A.R.CM., F.R.G.S. Crown 8vo, cloth, 15s. net. 

OPERA STORIES OF TO-DAY AND YESTERDAY, Retold 
Act by Act (including Wagner's 5 " The Ring " Operas). 
By Edmondstoune Duncan. Complete, cloth, 6s. 6d. net. 

A racy account of the plots and histories of fifty famous operas, from 
Purcell,' Gluck and Mozart, to Richard Strauss and Ethel Smyth. 

OLD ENGLISH PSALMODY. By W. T. Brooke. First 
Series : From the Accession of Edward VI to the Re- 
storation of Charles II, 1547-1660. Second Series : 
Psalmists from 1660-1800. Crown 8vo, paper covers, 
3s. 6d. net each series. 

THE GIPSY IN MUSIC. By Franz Liszt. Englished for 
the first time by Edwin Evans, Senior, and preceded by 
an Essay on Liszt and his Work. 

Gipsy and Jew, Two Wandering Races. 

Gipsy Life in Relation to Art. 

Gipsy Music and Musicians. 
The result of the Author's long Experience and Investi- 
gations of the Gipsies and their Music. With Portraits 
of the Author, etc. In two handsome volumes, 8vo, 
cloth, 30s. net. 

ARABIC MUSICAL MANUSCRIPTS IN THE BODLEIAN 
LIBRARY. Plate of two Musical Instruments from early 
Arabic Manuscripts. By H. G. Farmer, M.A., Ph.D. 
8vo, sewed, 10s. net. 

HISTORY OF THE HARP. From the Earliest Period. By 
John Thomas (Pencerdd Owalia). 8vo, paper covers, 
6s. net. 
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HISTORY OF RUSSIAN MUSIC By M. Montagu-Nathan. 
Being an Account of the Bise and Progress of the Rus- 
sian School of Composers. With a Survey of their Lives 
and a Description of their Works. Frontispiece. 2nd 
Edition, Revised. Thick crown 8vo, cloth, 15s. net. 

" Mr. Montagu-Nathan's book breaks new ground ; it introduces the Eng- 
lish reader to a number of composers many of whom until recently were 
nothing more than names. Mr. Montagu-Nathan presents a vast amount of 
new material to the musio-loving publio of this country .... his book 
should find many eager readers." — Manchester Courier. 

" . r . . We want a book packed full of hard stuff. This we get at its 
best in ... . Mr. Montagu-Nathan's ' History .'■ " — Saturday Review. 

MUSIC AND MUSICAL INSTRUMENTS OF THE ARAB, 

with Introduction on How to Appreciate Arab Music 
by Francesco Salvador-Daniel (Director, Paris Con- 
servatoire of Music, 1871). Edited with Notes, Mem- 
oir, Bibliography and thirty Examples and Illustrations, 
by Dr. H. G. Farmer. Crown 8vo, cloth, 25s. net. 

IRISH MUSICAL HISTORY, Introductory Sketch of, by 
W. H. Grattan Flood. A compact Becord of the Pro- 
gress of Music in Ireland during 1,000 Years. Portraits. 
Crown 8vo, cloth, 5s. 6d. net (paper 3s. net). 

RISE AND DEVELOPMENT OF OPERA. Embracing 
a Comparative View of the Art in Italy, Germany, 
France and England. By Joseph Goddard. Showing 
the Cause of the Falling Back of the English School in 
the Modern Period, and the Compensation which that 
Involved. Numerous Musical Examples, Portraits and 
Facsimiles. Crown 8vo, cloth, 12s. 6d. net. 

RISE AND DEVELOPMENT OF MILITARY MUSIC. 

By Dr. H. G. Farmer. With Illustrations of Early In- 
struments and Musical Examples, and Short Biographi- 
cal Notices of all the Staff Bandmasters. Preface by 
Lieut. A. Williams, M.V.O., Mus.Doc, Bandmaster of 
Grenadier Guards. Crown 8vo, cloth, 15s. net. 

CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY. 

By F. J. Crowest. Revised and Enlarged Edition. 
Tenth Thousand. 187 pages. Post 8vo, cloth, 5s. net 
(paper, 2s. 6d. net). 

Musical Education say* : " An excellent little book— yet not so little 
since it contains an immense amount of information — historical, bio- 
graphical and critical — in a very small compass." 

THE TROUBADOUR AS MUSICIAN, Past and Present. By 
C. A. Harris. Cloth, 5s. net (paper, 2s. 6d. net). 
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POLISH MUSIC AND CHOPIN, ITS LAUREATE. A His- 
torical Account from 995 to the Present Time, including 
Chopin and his Works. By E. Batson. Four Portraits. 
Square 8vo, cloth, 5s. net (paper, 3s. 6d. net). 

NATIONAL MUSIC OF THE WORLD. By H. F. Chorley. 

Edited by H. G. Hewlett. Many Music Examples. 

New Issue, with Index added. Crown 8vo, cloth, 10s. 6d. 

net. 
Treats of the national tunes, folk-songs and airs of various races of 
the world. The chapters are undoubtedly marked in a high degree with 
the critio's aoumen, attesting the wide range of Chorley ■" learning. 

CHRONOMETRICAL CHART OF MUSICAL HISTORY. 

Presenting a Bird's Eye View from the Pre-Christian 
Era to the XXth Century. By C. A. Harris, A.B.C.O., 
etc. On linen, folded in case, 5s. net (on special paper, 
2s. 6d. net). 
" Sure to be very useful to students .... excellently arranged and 
seems to be very accurate and thorough." — Db. Ralph Dunstan. 

HISTORICAL FACTS FOR THE ARABIAN MUSICAL IN- 
FLUENCE ON MUSICAL THEORY. By Henry 
George Farmer, M.A., Ph.D. Thick crown 8vo, cloth, 
27s. 6d. net. 

Dr. Farmer's researches into the Mttsic or tee Ababs or the Middle 
Ages, a period when these people led the world's culture, have universal 
recognition. He now throws a flood of fresh light on many obscnre 
corners in the History of Mediosval Music. 

The present work undoubtedly breaks fresh ground in history, and is 
from the hands of a scholar. 

THE PAST AND THE FUTURE. An Inaugural Lecture at 
Gresham College. By Sir F. Bridge, Mus.Doc. Crown 
8vo, sewed, Is. net. 

THE WORLD'S EARLIEST MUSIC. Traced to its Begin- 
nings in Ancient Lands. By collected Evidences of 
Belies, Becords, History and Musical Instruments, from 
Greece, Etruria, Egypt, China, through Assyria and 
Babylonia to the Primitive Home, the Land of Akkad 
and Sumer. By Hermann Smith. With sixty-five full- 
page Illustrations and Cuts, nearly 400 pages. Crown 
8vo, cloth, 21s. net. 

THE GROWTH AND DEVELOPMENT OF MUSIC. 
Chapters on the Study of Musical History. By Edward 
Dickinson. With Annotated Guide to Music Litera- 
ture. Over 400 pages. Thick 8vo, cloth, 18s. 6d. net. 
Ebnest Newman (Manchester Guardian) writes : " the extent 

and the aocuracy of the information conveyed make the book indis- 
pensable to students and to public libraries." 

GENERAL HISTORY OF MUSIC from the Infancy of the 
Greek Drama to the Present. By W. S. Rockstro. 
Fourth Edition, 535 pages. Thick 8vo, cloth, 21s. net. 

TREATISE ON BYZANTINE MUSIC. By S. G. Hatherley. 
208 Musical Examples. 162 pages, 4to, cloth, 25s. net. 

There are npwards of 50 unabbreviated musical pieces, ancient and 
modern, from Greek, Russian, Turkish and Egyptian sources, given and 
tally analysed. 



ORCHESTRAL. 

THE CHAMBER AND ORCHESTRAL WORKS OF 
JOHANNES BRAHMS. FIRST SERIES TO OP. 6T. His- 
torical, Descriptive and Analytical Account of each 
Work treated in the order of the Opus number, and 
preceded by a Didactic Section. With Exhaustive 
Structural, Thematic and Rhythmical Analyses, and a 
complete Rhythmical Chart of each Movement. By 
Edwin Evans, Senior. With 435 music examples and 
tables. &vo, cloth, 30s. net. 

THE CHAMBER AND ORCHESTRAL WORKS OF 
JOHANNES BRAHMS. SECOND SERIES, OP. 68 TO 
THE END. By Edwin Evans. Senior. Uniform with 
the above. With 633 music examples and tables. 8vo, 
cloth, 30s. net. 
The above two volumes are a complete technical account of the chamber 

and orohestral musio, with the exception of the two piano concertos. 

They form a part of the Historical, Descriptive and Analytical Account 

of the Entire Works of Brahms advertised on page 2. 

ORCHESTRAL AND BAND INSTRUMENTS. A Short 
Account of the Instruments used in the Orchestra, and 
in Brass and Military Bands. By G. F. Broadhead, 
Mus.B. Dunelm, L.Mus.T.C.L. With 24 Illustrative 
Music Examples. 8vo, cloth, 5s. net (paper, 3s. net). 

CONCISE METHOD OF INSTRUMENTATION. How to 

Write for the Orchestra and Arrange an Orchestral 
or Band Score. Illustrated with Musical Examples and 
various large folding Charts and Index. By Edwin 
Evans, Senior, author of " Beethoven's Nine Sym- 
phonies Fully Described and Analysed," etc. 8vo, cloth. 
Vol. I, 15s. net; Vol. II, 15s. net; Vol. I. How 
to Write for Strings, Arrangement of Scoring and Pre- 
paration of Parts. With Charts. Vol. II. How to 
Write for Wood, Brass and Drums, and Arrange a Band 
Score. With large folding Charts. 

INSTRUMENTS AND ART OF THE ORCHESTRA. An In- 
troductory Study. With Table showing Range of each 
Instrument. By P. W. dh Cotjrcy-Smale, Mus-Bac. 
Cloth, 6s. net 

ORCHESTRAL WIND INSTRUMENTS, Ancient and Modern 
Being an Account of the Origin and Evolution of Wind 
Instruments from the Earliest to the most Recent 
Times. Illustrated with Plates specially prepared for 
this Work, giving sixty-one Examples of Instruments 
(or parts) described. By Ulric Dat/beny. Important 
original work, fully illustrated with beautiful Reproduc- 
tions taken from fine Photographs of the Actual In- 
struments. 8vo, cloth, 21s. net. 

HANDBOOK ON THE TECHNIQUE OF CONDUCTING. 

By Sir Adrian Boult. Seventh Edition, revised. 5s. net. 
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PRACTICAL GUIDE FOR THE CONDUCTOR and Useful 
Notes for the Orchestra. By F. W. db Massi-Hardman. 
With Music Examples and Diagrams. 3s. net. 

ART OF THE CONDUCTOR. A Suggestive Guide 4o the 
Theory and Practice. With 41 Diagrams and Exam- 
ples. By Hector Berlioz. Translated by J. Broad- 
house. Cloth, 7s. 6d. net. 

A MUSICAL ZOO. Twenty-four Illustrations displaying the 
Ornamental Application of Animal Forms to Musical 
Instruments (Violins, Viol da Gambas, Guitars, Poch- 
ette, Serpent, etc.). Drawn from the Carved Examples 
by Henry Saint-George. Cloth, 6s. net (paper, 3s. 6d. 
net). 

THE FUTURE OF MUSIC. Coming Changes Outlined in 
Regard to Composer, Conductor and Orchestra. By 
Louis Laloy. Translated by Mrs. Franz Liebich. 8vo, 
cloth, 3s. 6d. net (paper, 2s. net). 

HOW TO PLAY FROM SCORE. Treatise on Accompani- 
ment from Score on the Organ or Piano. By F. 
Fetis. Translated by A. Whittingham. With forty 
pages of Examples. Crown 8vo, cloth, 7s. 6d. net. 
This popular and useful book might have been entitled " The Art of 

Making Arrangements for the Organ or Pianoforte from Full Orchestral 

and Other Scores." It contains all that is necessary to know upon this 

subjeot. 

ON CONDUCTING. By Richard Wagner. Translated by 
E. Dannreuther. Fourth Edition. Crown 8vo, cloth, 
7s. 6d. net. 

Weinoaetnek, speaking of this celebrated work, says : " Wagner's book 
laid the foundation for a new understanding of the funotion of -the con- 
duotor, in whom we now recognise, not only the eternal factor that holds 
together an orchestral, choral or operatic performance, but above all the 
spiritualising internal factor that gives the performance its very soul." 

Grove's Dictionary says " One of the finest of his minor publications, 
and to a professional musician perhaps the most instructive. A Treatise 
on Stylo, giving hit views as to the true way of rendering classioal music. 
with minute directions how to do it and how not to do it, together with 
many examples in musical type from the instrumental works of Beet- 
hoven, Weber, Mozart, eto." 

NOTES ON CONDUCTING AND CONDUCTORS. By T. R. 

Croger, F.B.G.S., F.Z.S., also the Organising and Con- 
ducting of Amateur Orchestras, with three full-page 
Illustrations of the various "Beats" and Plan of the 
Orchestra. Fifth Impression, Revised and Enlarged. 
Crown 8vo, cloth, 6s. net (paper, 3s. net). 

" A mine of good things." — Musical Opinion. 

" One of the best guides to conducting."— Music Trades Review. 

ABOUT CONDUCTING. Practical Advice on Concerts, 
Rehearsals, the Orchestra, Players, Scores and Parts, etc. 
by Sir Henry Wood (Conductor and Organiser of the 
Promenade Concerts). With two plans, crown 8vo, cloth, 
5s. 6d. net. 
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TECHNICS OF THE ORGAN. An Illuminative Treatise on 
many Points and Difficulties connected therewith. 
Special Treatment of Rhythm, Minimisation of the Use 
of Accessories, Extemporisation, Expressive Regulation 
of Organ Tone and Accompaniment. By Edwin Evans, 
Senior, F.R.C.O. With over 100 Music Examples. 4to, 
cloth, 12s. 6d. net. 
A valuable Book to help ft Moderate Flayer to become a Master. 

NEW ORGAN PRINCIPLES AND THEIR INTERPRETA- 
TION. A Guide to and Suggestions on Phrasing and 
Registration with a view to improved Organ Playing. 
By Terence White. With 54 music examples. Octavo, 
cloth, 6s. net (paper covers, 3s. 6d. net). 

ORGAN OF THE ANCIENTS FROM EASTERN SOURCES 

(Hebrew, Syriac and Arabic). By Henry George 
Farmer, M.A., Ph.D., Carnegie Research Fellow. 
Foreword by Canon F. W. Galpin. With numerous 
Illustrations. Square 8vo, cloth, 27s. 6d. net. 
" An authoritative treatment of the subject." — Grove's Dictionary. 

TECHNICS OF ORGAN TEACHING. A Handbook which 
treats of Special Points in Organ Teaching Examina- 
tions, together with Test Questions. By R. A. Jevons. 
Boards, 4s. 6d. net. 

ART OF ORGAN ACCOMPANIMENT IN THE CHURCH 
SERVICES. What to Do and what to Avoid: being 
a Guide to the Organist in the effective rendering of 
the Music. By Walter L. Twinning, F.B.C.O., author 
of "Examination Test Questions," etc. Cloth, 6s. net 
(paper covers, 3s. 6d. net). 

MODERN ORGAN BUILDING. Being a Practical Explan- 
ation and Description of the Whole Art of Organ Con- 
struction, with Especial Regard to Pneumatic Action. 
Together with Chapters on Tuning, Voicing, etc. By 
Walter and Thomas Lewis (Organ Builders). Third 
edition, with additional matter and Diagrams added, 
covering the latest developments in electrical control, 
unit chest, etc., and organ blowing. 116 illustrations, 
including 76 drawn to scale and reproduced from actual 
working drawings, together with diagrams, tables, etc. 
xxix, 247 pages, 4to, cloth, 35s. net. 

THE ORGAN AS VIEWED FROM WITHIN. A Practical 
Handbook on the Mechanism of the Organ. By John 
Broadhouse. With over fifty Illustrations. Second 
Impression. Crown 8vo, cloth, 8s. 6d. net. 
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THE PEDAL ORGAN. Its History, Design and Control. 
By Thomas Casson. With folding Diagram. Second 
Impression. 8vo, cloth, 6s. net. 

THE EARLY ENGLISH ORGAN BUILDERS and their 
Works, from the Fifteenth Century to the Period of the 
Great Rebellion. An Unwritten Chapter on the His- 
tory of the Organ. By Dr. E. F. Rimbault. Well 
printed, with Woodcuts. Post 8vo, cloth, 7s. 6d. net. 

THE ORGAN : A Comprehensive Treatise on its Structure, 
Capabilities, History and Bibliography. With Criti- 
cisms and Depositories, preceded by an Analytical Con- 
sideration of general Bibliographical and Catalogual 
Construction. By J. W. Warman, late Organist of the 
Anglican Cathedral, Quebec. Four parts [A to Nou. 
(the rest imprinted)], 15s. net. 
The part* advertised above are all that have been published, as the an. 
timely death of Mr. Warman prevented the completion of the work. The 
book is a mine of wealth for those interested in organ subjects. The 
author devoted the best part of his life in compiling the work and collect- 
ing material for his sabjeot. 

SOME CONTINENTAL ORGANS (Ancient and Modern) and 
their Makers. With Specifications of many of the fine 
Examples in Germany and Switzerland. By James I. 
Wedgewood. Post 8vo, cloth, 6s. 6d. net. 

Contains specification and a brief critique of some of the famous old 
Continental organs. Describes also several up-to-date Continental organs. 
Amongst others particulars are given of those at Haarlem, Cologne, 
Aix-la-Chapelle, Frankfort, Heidelberg, Ulm, Stuttgart, Einsiedeln, Strass. 
burg and Antwerp. This work forms a valuable supplement to Hopkins's 
and Rimbault's great treatise. 

MODERN ORGAN TUNING, The How and Why, Clearly 
Explaining the Nature of the Organ Pipe and the 
System of Equal Temperament, together with an His- 
toric Record of the Evolution of the Diatonic Scale 
from the Greek Tetrachord. By Hermann Smith. 
Crown 8vo, cloth, 7s. 6d. net. 

" The greatest authority on aooustioal matters connected with organ 
pipes who has ever lived," says Mr. G. A. Audsley of Hermann Smith 
in his " Art of Organ Building." 

THE TEMPLE EDITION OF ORGAN OVERTURES AND 
ARRANGEMENTS, all with Ped. Obb. 3s. net each. 
See page 25 for list of about sixty works in this series, including works 
by Wagner, Tchaikovsky, Beethoven, Mozart, Handel, Berlioz, Glinka. 
Schubert, Goun id, Herold, Mendelssohn, Meyerbeer, Balfe, Auber, Ros- 
sini, Weber, Wallace, Suppe, Adam, Thomas, Nicolai, Sterndale-Bennett, 
Cornelius and Flotow. chiefly arranged by Edwin Evans. 

THE INFLUENCE OF THE ORGAN IN HISTORY. By 

Dtjdlet Buck. Fresh issue with Illustrations. Crowi) 
8vo, cloth, 4s, net (or paper, 2s. net). 



24 OBGAN. 



ORGANIST'S REPERTOIRE GUIDE. An International 
Repertoire Guide (Historical, Educational and Descrip- 
tive) to Foreign, British and American _ Works. By 
Herbert Westerby, B.B.C. Organ Recitalist (author of 
" Liszt, Composer, and his Piano Works ")■ 4to, cloth, 
17s. 6d. net. 
Describes the best Organ Musio of foreign countries as well as of 

Britain and America. 
A large and beautifully presented quarto work, fully illustrated by 

thirty-six plates on fine art paper, comprising seven English and sixteen 

foreign organs, thirty-one portraits, and illustrations of the houses of 

Bach and Handel. 

REFORM IN ORGAN BUILDING. By Thomas Casson. 
Crown 8vo, sewed, 2s. 6d. net. 

THE BYRD ORGAN BOOK, for Piano or Organ. A Collec- 
tion of 21 Pieces (Pavans, Galliards, etc.), by William 
Byrd, 1543-1623, edited from the Virginal MSB., and 
now first published in Modern Notation. By M. H. 
Glyn, 7s. 6d. 

" A charming collection." — West Sussex Gazette. 

ADVICE TO YOUNG ORGANISTS. By J. T. Field. 
6d. net. 

THE ORGAN FIFTY YEARS HENCE. A Study of its 
Development in the Light of its Past History and Pre- 
sent Tendencies. By Francis Burgess, F.S.A., Scot. 
8vo, 2s. net. 



THE TEMPLE EDITION OF 
ORGAN OVERTURES. (3 Staves). 

Arranged from Full Score by Edwin Evans. Senr. (except where othei 
wise stated). 

Prioe 3/- net eaoh. 



ATHALIE (Mendelssohn). 
BARBER OF BAGDAD (Peter Cor- 
nelius). 
BEATRICE AND BENEDICT (Ber 

lioi). 
BENVENUTO CELLINI (Berlioi). 
BOHEMIAN GIRL (Balfe). 
CALM SEA AND PROSPEROUS 

VOYAGE (Mendelssohn). 
CARNAVAL ROMAIN (Berlioi). 
CORSAIR (Berlioi). 
CROWN DIAMONDS (Auber). 
EGMONT (Beethoven). 
EURYANTHE (Weber). 
FAUST (Gounod). 
FAUST (Wagner). 
FESTIVAL OVERTURE (Tsohaikow 

sky). 
FIGARO (Moiart). 
FINALE (Rubinstein's Sonata, i>j. 

12). 
FLYING DUTCHMAN (Wagner). 
FRA DIAVOLO (Auber). 
FREISCHUTZ (Weber). A. Whit 

tingham. 
ISABELLA (Suppe). 
ITALIANA (Rossini). 
KING LEAR (Berlioi). 
KING STEPHEN (Beethoven). P. J. 

Mansfield 
LA CLEMENZA Dl TITO (Moiart). 

P. J. Mansfield. 
L'AFRICAINE (Meyerbeer). 
LA REINE DE SABA (Gounod) 
LARGO from Beethoven's Sonata in 

E Bat. W. A. C. Cruikshank. 
LE SONGE D'UNE NUIT D'ETE 

(Thomas). 



LIFE FOR THE CZAR (Glinka). 
LIGHT CAVALRY (Suppe). 
LOHENGRIN (Wagner). 
LURLINE (Wallace). 
MAGIC FLUTE (Moiart). 
MARITANA (Wallace). 
MASANIELLO (Auber). 
MEISTERSINGERS (Wagner). 
MERRY WIVES OF WINDSOR 

(Nioolai). 
MIDSUMMER NIGHT'S DREAM 

(Mendelssohn). 
MIGNON (A. Thomas). 
NAIADES, THE (Sterndale Bennett) 
OBERON (Weber). A. Whittingham 
OTHO (Handel). W. A. C. Cruik 

1112 OVERTURE (Tsohaikowsky). 

POET AND PEASANT (Suppe). 

PARSIFAL (Wagner). 

RAYMOND (Thomas). 

RIENZI (Wagner). 

ROSAMUNDE (Schubert). 

RUY BLAS (Mendelssohn). 

SCIPIO (Handel). 

SEMI RAMI DE (Rossini). 

SI J'ETAIS ROI (Adam). 

SI RENE, LA (Auber). 

SON AND STRANGER (Mendela 

sohn). W. A. C. Cruikshank. 
STRADELLA (Flotow). 
TANCREDI (Rossini). 
TANNHAUSER (Wagner). 
TRISTAN AND ISOLDA (Wagner) 
WAVERLEY (Berlioi). 
WILLIAM TELL (Rossini). A. Whit 

tingham. 
ZAMPA (Herald). 



PIANO SOLO OVERTURES. 

Price 2/- net each. 



BOHEMIAN GIRL (Balfe). 
•CALIPH OF BAGDAD (Boieldieu) 

OROWN DIAMONDS (Auber). 

DER FREYSCHUTZ (Weber). 

DON GIOVANNI (Moiart). 

DONNA DEL LAGO (Rossini). 

FRA DIAVOLO (Auber). 

GUY MANNERING (Sir H. R. 
Bishop) . 

IDOMENEO (Moiart). 

IL BARBIERE (Rossini). 
*IL TANCREDI (Rossini). 

LIGHT CAVALRY (Suppe). 

* Also arianged as Duet (p 



MAGIC FLUTE (Zauberflote), 

(Moiart). 

MARITANA (Wallace). 

MASANIELLO (Auber). 
•MERRY WIVES OF WINDSOR 

(Nioolai). 

MIGNON OVERTURE (A. Thomas! 

NOZZE DE FIGARO (Moiart). 
•POET AND PEASANT (Suppe"). 

RAYMOND (Thomas). 

SEMIRAMIDE (Rossini). 

WILLIAM TELL (Rossini). 
•ZAMPA (Harold). 

iano. 4 hands), price 2/6 net. 



PIANOFORTE. 

THE PIANO WORKS OF BRAHMS. By Edwin Evans, 
Senior. Historical, Descriptive and Analytical Account 
of each Work treated in the Order of the Opus number, 
and preceded by a Didactic Section. 8vo, cloth, 
30s. net. 
The above volume is a complete technical account of the piano works. 

It forms a part of the Historical, Descriptive and Analytical Acoount of 

the Entire Works of Brahms advertised on page 2. 

HOW TO PLAY BACH'S 48 PRELUDES AND FUGUES. A 

Guide Book for the use of Piano Students as an aid 
to the Unravelling and Interpretation of these Master- 
pieces, ensuring a more Intelligent Keyboard Render- 
ing. By C. W. Wilkinson. Crown 8vo, cloth, 10s. net. 

NATURAL TECHNICS IN PIANO MASTERY. A Complete 
and Authoritative Manual, covering every phase of 
Piano Playing and Study. Many Diagrams of Hand 
and Finger Technique and some Music Examples. By 
Jacob Eisenberg. Crown 8vo, cloth, 12s. 6d. net. 

PARTHENIA, or the First Musick ever printed for the Vir- 
ginals. 21 Compositions by three Famous 16th and 17th 
century Masters, William Byrd, Dr. John Bull and 
Orlando Gibbons. Arranged for the Piano and freed 
from the errors of Dr. Rimbault's edition by accurate 
comparison with the original text by Margaret H. 
Gltn. Folio, 12s. 6d. net. 
This edition of " Farthenia " has been entirely re-engraved. 

THE APPROACH TO LISZT. A Course of Modern Tonal- 
Technique for the Piano, in the form of Graded Studies 
from the Moderately Difficult to the Master Stage. By 
Herbert Westerbt, Mus.Bac. Lond., F.B.G.O., etc. 
Folio, 5s. 6d. net. 

Preliminary Studies in Touch and Phrasing in all 
Keys. Based on the Scales and Broken Chords. 

Intermediate Studies in Sequential, Wrist and Pre- 
paratory Arpeggio Work in the Black and White Key 
Positions. 

Advanced Sequential Studies on the Black Keys, with 
Sixteen Excerpts from Liszt's Piano Works. The Mas- 
ter Works : Fifty-eight Excerpts from Liszt. 

THE ART OF TUNING THE PIANOFORTE. A New 

Comprehensive Treatise to enable the Musician to Tune 
his Piano upon the System founded on the Theory 
of Equal Temperament. By Hermann Smith. New 
Edition, thoroughly Revised. Crown 8vo, limp clotbi 
6s. net. 
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ESSENTIALS IN PIANO-PLAYING, and other Musical 
Studies. By J. Alfred Johnstone, Hon. L.Mus., 
T.C.L. Portrait, 243 pages. Crown 8vo, cloth, 10s. net. 

EXTEMPORISING AT THE PIANO MADE EASY. A Manual 
for Beginners in Musical Composition. Hints and Aids 
for the " From Brain to Keyboard " Composer. By 
Rev. E. H. Melling, F.B.C.O. 8vo, limp cloth, 3s. 6d. 
net (paper 2s. net). 

INDIVIDUALITY IN PIANO TOUCH. By Algernon H. 
Lindo and J. Alfred Johnstone. Crown 8vo, 2s. 6d. net. 

THE ARTIST AT THE PIANO. Essays on the Art of Musi- 
cal Interpretation. By George Woodhouse. New and 
Revised Edition. Portrait of Paderewski. 8vo, cloth, 
Ss. 6d. net. 

The celebrated pianist, Paderewski, after reading- the manuscript of 
thii stimulating volume, wrote : " The booklet is quite a remarkable work 
and a really valuable contribution to the philosophy of pianistio art." 

THE STUDENT'S GUIDE TO THE ART OF TEACHING 
THE PIANOFORTE. By Cyril B. H. Horrocks, 
L.R.A.M., L.T.C.L., A.R.C.M. With an Extensive and 
Carefully Graded List of Studies and Course of the 
Great Masters. Numerous Musical Examples. Second 
edition, Revised. Crown 8vo, cloth, 10s. net. 
Until quite recently it was thought impossible to give practical instruc- 
tions on the art of teaching, but the error of this idea has been proved 
by the great success of the teachers' class at the various musioal insti- 
tutions. The author's aim is to supply a guide-book expressly for begin- 
ners and those with limited experience in the art. 

PIANOFORTE TEACHER'S GUIDE. By L. Plaidt. Trans- 
lated by Fanny Raymond Ritter. Crown 8vo, boards, 
3s. net (paper, 2s. net). 

" Some of the finest pianists of the dav owe much of their technical 
facility to Flaidy's excellent method." — Bazaar. 

CANDIDATE'S SCALE AND ARPEGGIO TESTS for the 
Piano. In the Primary, Elementary and Junior Grades 
of all Local Examinations in Music, and the Higher 
and Lower Divisions of the Associated Board of the 
R.A.M. and R.C.M. By Wilson Manhire. Is. net. 

TECHNICAL STUDY IN THE ART OF PIANOFORTE 
PLAYING (Deppe's Principles). By C. A. Ehren- 
fechter With numerous Illustrations. Fourth Edi- 
tion. Crown 8vo, cloth, 6s. net. 
Contents : Position — Arm — Wrist — Fingers ; Touoh (Tone Production) ; 
Legato ; Equality of Tone ; Tension and Oontraotion ; Five Finger Exer- 
cises; Skips; The Scale; Arpeggio Chords; Firm Chords; High Raising of 
the Arm; Melody and its Accompaniment; Connection of Firm Chords; 
The Tremolo- The Shake (Trill); The Pedal; Fingering. 



28 P1AN0F0BTE. 



HOW TO ACCOMPANY AT THE PIANO. By Edwin Evans. 
(Plain Accompaniment, Figurated Accompaniment, 
Practical Harmony for Accompanists). 172 Music Ex- 
amples which are made Clear by the Explanatory Text. 
Crown 8vo, cloth, 10s. net. 

GRADUATED SCALE AND ARPEGGIO MANUAL. Com- 
piled for the various Exams. By Henry Saint- 
George. 3s. net. 

A SYSTEM OF STUDY OF SCALES AND CHORDS. Being 

Chapters on the Elements of Pianoforte Technique. By 

B. Vine Westbrook, F.R.C.O. Numerous Examples. 

New and Revised edition. 8vo, 3s. net. 

The nuthor outlines a scheme which abolishes the drudgery and inspires 

the pupil with an enthusiasm for praotioe and formulates a method or 

system in which that practice may be carried out. 

PIANO CLASSES IN ELEMENTARY SCHOOLS. By 

Audrey King. With Music Examples. Crown 8vo, Is. 
net. 

HOW TO PLAY 110 FAVOURITE PIANO SOLOS. Being 
the 4 Series complete in 1 vol. of "Well-Known Piano 
Solos: How to Play them with Understanding, Ex- 
pression and Effect." By Charles W. Wilkinson. 
Crown 8vo, cloth, 12s. 6d. net. 

WELL-KNOWN PIANO SOLOS. How to Play them with 

Understanding, Expression and Effect. By C. W. 

Wilkinson. Four Series, 2s. each (each series containing 

about 26 articles), or four in one vol. as above. 

Contents of the First Series :— Sindino, Rustle of Spring. Scarutti, 

Pastorale le Capricoio. Padeeewski, Minuet in G. Handel, Harmonious 

Blacksmith. Rubinstein, Melody in F. Schabwenka, Polish Dance. 

Schumann, Naohtstiicke. Godaed, Mazurka. Delibes. Pizzioati from 

Sylvia. Gbieg, Wedding Day at Troldhangen. Eioab, Salut d'Amour. 

Padeeewski, Melodie. Raff, La Fileuse. Tchaikovsky, Troika. Godaed, 

Berger et Bergeres. OhaMinadb, Pierrette. Moszkowski, Etincellee 

Padeeewski, Minuet in A major. Geieg, Norwegian Bridal Procession. 

Liszt, Regata Veneziana. Ohahinade, Automne. Moszkowski, Serenata. 

Lack, Valse Arabesque. Schumann, Arabeske. Chopin, Etnde in G flat. 

Duband, First Valse. 

Draws one's attention to the beauties in a piece, explains difficulties 
here and there, draws attention to a pedal effect and any peculiarity of 
fingering, and generally gives all the information a professor is expected 
to give to his pnpils. 

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On 

Rhythm, Measure, Phrasing, Tempo. By C. A. Eiiren- 
fechter. Second Edition. Crown 8vo, cloth, 6s. net. 
" The seotion with reference to aocent is particularly good. There are 

numerous illustrations from the works of the masters " W H Webbe in 

The Pianist' t A. B. C. 

PIANO TOUCH, PHRASING AND INTERPRETATION. By 

J. Alfred Johnstone. Crown 8vo, cloth, 7s. 6d. net. 
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PRACTICE REGISTER for Pupil's Daily Practice. A 
Specimen, Id. (or 2s. 6d. per 100). 

REEVES' VAMPING TUTOR. Art of Extemporaneous Ac- 
companiment, or Playing by Ear on the Pianoforte, 
Rapidly Enabling anyone having an Ear for Music (with 
or without any Knowledge of Musical Notation) to Ac- 
company with Equal Facility in any Key. Prac- 
tical Examples. By Francis Taylor. New Edition, 
to which is added Instructions for Accompaniment 
with Equal Facility in every Key illustrated by Ex- 
amples. Folio, 2s. net. 

THE DEPPE FINGER EXERCISES for Rapidly Developing 
an Artistic Touch in Pianoforte Playing, Carefullv Ar- 
ranged, Classified and Explained by Amy Fay (Pupil 
of Tausig, Kullak, Liszt and Deppe). Folio, English 
or Continental Fingering, 2s. net. 

INTRODUCTION TO RUSSIAN PIANO MUSIC. By Her- 
bert Westerby, Mus.Bac.Lond., F.R.C.O., L.Mus.T.C.L., 
Is. net. 

REEVES' POPULAR PIANOFORTE TUTOR. Rudiments 
of Music, Exercises with Popular Airs, Major and 
Minor Scales. With Illustration of Fingerboard. Folio, 
2s. 6d. net. 



TECHNICAL AND THEORETICAL. 

ESSENTIALS IN MUSIC STUDY FOR EXAMINATIONS. 

A Helpful Guide both for the General Student and Can- 
didates for Junior and Intermediate Examinations. By 
Rev. E. H. Melling, F.R.C.O. Cloth, 5s. net (paper 
covers, 2s. 6d. net). 
Rev. E. H. Melling 1 ia the author of several popular works which have 
been found of great use to music students — " Guide for the Young" Com- 
poser," " Extemporising- at the Piano made Easy," etc. 

GUIDE FOR THE YOUNG COMPOSER. Hints on the Art 
of Composition, with Examples of Easy Application. By 
Rev. E. H. Melling, F.R.C.O. Cloth, 5s. net (paper 
covers, 2s. 6d. net). 

EXAMINATION TEST QUESTIONS. Containing spaces 
for the Pupils' Written Answers. By Walter L. Twin- 
ning, F.R.C.O. No. 1, Musical Notation and Time; No. 2, 
Formation of Scales; No. 3, Ornaments; No. 4, Intervals, 
9d. net each. 

THEORY OF MUSIC FOR YOUNG MUSICIANS. With 
Answers given to all the Questions, and a Dictionary of 
necessary Musical Terms. By Mary Sharp. Is. 6d. net 

102 TEST QUESTIONS ON THE GENERAL RUDIMENTS OF 
MUSIC. In Groups of Six each Lesson, for Written or 
Oral Use. By Wilson Manhire, L.R.A.M. 6d. net. 

PRIMARY COURSE IN THE RUDIMENTS OF MUSIC, With 
Hints on Answering Questions (Written Work) for All 
Examinations in the Primary, Elementary and Prepara- 
tory Grades. By Wilson Manhire, L.R.A.M., etc. 
2s. net. 

EXAMINATION CANDIDATE'S GUIDE to Scale and Ar- 
peggio Piano Playing (with Tests). All that is required 
for the Various Exams. By Wilson Manhire, L.R.A.M. 
3s. net. 

CANDIDATE'S SCALE AND ARPEGGIO TESTS for the 

Piano. By Wilson Manhire, L.R.A.M. Is. net. 

STUDIES IN MODULATION for Practical and Theoretical 
Purposes. By Percy Baker, F.R.C.O., etc. 3s. net. 

MUSICAL FORM, A Handbook to, for Instrumental Players 
and Vocalists. By E. van der Straeten. With Musi- 
cal Examples, 205 pages. 8vo, cloth, 6s. 6d. net (paper 
4s. net). 
The part of the work on Danoe Forms gives a history and description 
of the Suite or Partita, Allemande, Courante, Sarabande, Gig/ue, Gavotte, 
Musette, Bourree, Branle, Passepied, Rigaudon, Loure, Pavane,' Galliard^ 
Tombourin, Obeli, Rondo, Menuet, Polonaise, Mazurka, Bolero, Taran- 
tella, Saltarello, March, Ciacoone and Passacaglia. 
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STUDIES IN HISTORICAL FACTS AND MUSICAL FORM. 

Being a Guide and Note Book for a more Systematic 
Preparation of the General Knowledge Papers now set 
at the Universities and Colleges of Music. By Percy 
Baker. Cloth, 5s. 6d. net (paper, 3s. net). 

MOZART AND THE SONATA FORM. By J. R. Town, 
Mus.B. See Pianoforte Section. 

MUSICAL EXPRESSIONS, PHRASES AND SENTENCES, 

with their Corresponding Equivalents in French, Ger- 
man and Italian. By F. Berger. 8vo, cloth, 5s. 6d. net 
(paper, 3s. net). 

RUDIMENTS OF MUSIC, Set forth in Graded Questions 
with Answers, for Use of Candidates preparing for the 
Examinations of R.A.M., R.C.M. and T.C.L. By B. 
Howarih, L.R.A.M. and A.R.C.M. Crown 8vo, 2s. net. 

The Answers are always on the right hand page and can 
be covered over if desired, the Questions being on the corres- 
ponding left hand pages. 

ELEMENTARY LESSONS ON SIGHT-SINGING. Combin- 
ing the Staff and Tonic Sol-fa Notations. With Music 
Examples throughout. By J. W. Eossington, L.R.A.M. 
Cloth, 3s. 6d. net ; paper, 2s. net. 
For many singers there is only one method of becoming- good sight- 
readers, viz., combining the tonio sol-fa with the staff notation. It is 
hoped that a perusal of these elementary lessons will show the principles 
on which this combination is effected, and simplify the somewhat difficult 
task of sight-reading. 

STEPS IN HARMONY. With Copious Explanatory Exam- 
ples and Graded Test Exercises. A Handbook for 
Students. By Dr. Churchill Sibley. With Music 
Examples throughout. Crown 8vo, boards, cloth back, 
6s. net (paper, 3s. 6d. net). 

It is' believed that he who thoroughly masters the contents of these 
pages will be prepared to study intelligently the harmonio structure of 
the works of the great masters, and also to follow critically the changeful 
tendencies of the present day. 

600 QUESTIONS AND 600 EXERCISES IN ELEMENTARY 
MUSICAL THEORY. By W. H. Palmer. Crown 8vo, 
3s. net. 

Intended as a help to the private student and to the candidate prepar- 
ing for the several musical examinations. 

THE MODAL ACCOMPANIMENT OF PLAIN CHANT. A 

Practical Treatise. By Edwin Evans, Senior, F.R.C.O. 
Part I, Theoretical ; Part II, Practical School of Plain 
Chant Accompaniment, consisting of 240 Exercises, with 
an Appendix of Notes. Crown 8vo, cloth, 8s. 6d. net. 
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THE HARMONISING OF MELODIES. A Text-Book for 
Students and Beginners. By H. C. Banister. Third 
Edition, with numerous Musical Examples. Crown 8vo, 
limp cloth, 5s. net. 

MUSICAL ANALYSIS. A Handbook for Students. By 
H. C. Banister. With Musical Illustrations. Crown 
8vo, limp cloth, 5s. net (paper covers, 2s. 6d. net). 

THE ART OF MODULATING. A Series of Papers on Modu- 
lating at the Pianoforte. By Henry C. Banister. 
With 62 Musical Examples. Crown 8vo, cloth, 6s. net 
(paper covers, 3s. 6d. net). 

MODERN CHORDS EXPLAINED. (The Tonal Scale in 
Harmony.) By Arthur G. Potter. Musical Examples 
from O. Debussy, Richard Strauss and Granville Ban- 
tock. 8vo, cloth, 4s. net (paper covers, 2s. net). 

EXERCISES IN VOCAL SCORE READING. Collected from 
the Works of Orlando di Lasso, Palestrina, Vittoria, 
Barcroft, Bedford, Peter Certon, Byrd, Gibbons, Croft, 
Rogers, Boyce, etc. For Students preparing for the 
R.C.O. and other Examinations. By James Lyon, 
Mus.Doc. Oxon. 4to, 4s. 6d. net. 

EXERCISES IN FIGURED BASS AND MELODY HARMON- 
IZATION. By James Lyon, Mus.Doc. 4to, 3s. 6d. net. 

EXAMPLES OF FOUR-PART WRITING FROM FIGURED 
BASSES AND GIVEN MELODIES. By James Lyon, 
Mus.Doc. 4to, 5s. 6d. net. 

These exercises are printed in open score bo aa to be of use in score 
reading tests. Thi9 volume forms a key to " Exeroisee in Figured Bass " 
by the same author (see above). 

HOW TO COMPOSE. A Practical Guide to the Composi- 
tion of all Works within the Lyric Form, and which 
include the Valse, Garotte, Mazurka, Polonaise, 
March, Minuet, and all Ordinary Dance Forms ; as also 
the Nocturne, Impromptu, Berceuse, Reverie and 
Similar Characteristic Pieces. By Edwin Evans, 
Senior, F.R.C.O. With 60 Musical" Examples. Crown 
8vo, cloth, 7s. 6d. net. 

THE RUDIMENTS OF GREGORIAN MUSIC. By Francis 
Burgess, F.S.A., Scot. Second Impression. Crown 
8vo, limp cloth, 2s. 6d. net (paper, Is. 6d. net). 

MUSICAL PRONOUNCING DICTIONARY. By Dr. Dud- 
ley Buck. Eighth Edition, with the Concise Explana- 
tion and Pronunciation of each Term. Edited and Re- 
vised by A. Whittingham. Crown 8vo, Is. 6d. net. 

A most valuable and useful little book to all musical people. The 
method adopted for giving- the pronunciation of each term is most con- 
oiae and olear. 
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A FIRST BOOK OF MUSIC FOR BEGINNERS, Embodying 
English and Continental Teaching. By Alfred Whit- 
tingham. Sixth Thousand. Crown 8vo, sewed, 4d. net. 

HARMONY, EASILY AND PROGRESSIVELY ARRANGED. 

Presenting in a Simple Manner the Elementary Ideas as 
well as the Introduction to the Study of Harmony. 
With ab«ut 300 Musical Examples and Exercises. By 
Paul Colberg. Crown 8vo, cloth, 7s. 6d. net. 

August Wilhelmj Bays : " ThiB work is distinguished by brevity and 
clearness. I most warmly recommend it." 

COMPEND OF MUSICAL KNOWLEDGE. By Percy 
Baker, F.R.C.O., L.Mus. T.C.L. Being a Guide with 
Notes, Hints and Articles on the Study of Examination 
Questions. Crown 8vo, cloth, 6s. net (paper, 3s. 6d. net). 

Primarily to help oandidatea entering for the B.O.O. and T.O.L. 
Diplomas, though containing; much information for the amateur musi- 
oian .and general reader. Indispensable to teachers in guiding their 
pupils through a course of atudy dealing with a large number of subjects 
like those set for the F.R.C.O. and A.B.C.O. 

ELEMENTARY MUSIC. A Book for Beginners. By Dr. 

Westbbook. With Questions and Vocal Exercises. 

Fifteenth Thousand. Crown 8vo, cloth, 4s. net (paper, 

2s. net). 
Contents : 1. The Staff and its Clefs. 2. Notes and their Bests. 3. Bars 
and Time. 4. Accidentals. 5. Keys and Scales. 6. Intervals. 7. Musical 
Pitch. S. Accent. 9. Secondary Signs. 10. Ornaments and Groups of 
Notes. 11. Voices and Scores. 12 Church Modes. 13. Italian and other 
Directions. 14. Foreign Note-Names. 15. Questions. 16. Vocal Exercises. 
"His explanations are extremely clear. The questions at the end will 
be found very useful." — Musical Timet. 

EXERCISES ON GENERAL ELEMENTARY MUSIC. A 

Book for Beginners. By K. Paige. Fourth Edition. 

Part I, Is. 6d. net; Part II, 2s. net. Crown 8vo, paper 

(2 parts complete in cloth, 5s. net). 

Contents or Pibt 1 : 1. Pitoh. 2. Length of Sounds. 3. Time. 4. Time 

and Acoent. 5. Intervals. 6. Scales. 7. Transposition. 8. Syncopation. 

9. Signs and Abbreviations. 10. Notation. 11. Miscellaneous Questions 

and Exercises. 

Contents of Part II : 1. Triads. 2. First Inversion of a Triad. 3. 
Second Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Se- 
quences. 7. Cadences. 8. Dominant Sevenths, etc. 

HOW TO MEMORISE MUSIC. By C. F. Kenyon. With 
numerous Musical Examples. Fourth Edition. Crown 
8vo, cloth, 5s. net. 
" Mr. Kenyon proves himself an excellent guide ; and indeed we know of 
no other work devoted to the subject with which he has dealt so thor- 
oughly and so successfully." — Glasgow Herald. 

HOW TO HARMONIZE MELODIES. With Hints on Writ- 
ing for Strings and Pianoforte Accompaniments. By 
J. Henry Bridger, Mus.Bac. With Musical Examples 
throughout. Crown 8vo, cloth, 6s. net. 
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THE ART OF MODULATION. A Handbook showine at a 
Glance the Modulations from one Key to any other in 
the Octave, consisting of 1,008 Modulations. For the 
Use of Organists and Musical Directors. Edited by 
Carli Zoeller. Third Edition. Roy. 8vo, cloth, 8s. net 
(paper, 5s. net), 

THE STUDENT'S BOOK OF CHORDS. With* an Explana- 
tion of their Inversions and Resolutions. By Pascal 
Needham. Crown 8vo, sewed. Is. 6d. net. 

The chords with their inversions and resolutions are briefly and clearly 
explained. 

TRANSPOSITION AT SIGHT. For Students of the Organ 
and Pianoforte. By H. E. Nichol. Fourth Edition, 
with numerous Musical Exercises. Crown 8vo, 2s. net. 

The practice of transposing upon the lines here laid down develops the 
" mental ear," quiokens the musical perception and gives ease in sight 
reading ; as it is evident that, if the student can transpose at sight, he 
will noc have much difficulty in merely playing at sight. Free use is 
made of the tonic sol-fa as well as the standard notation in many musical 
examples. 

SCHUMANN'S RULES AND MAXIMS FOR YOUNG MUSI- 
CIANS. Sewed, 6d. 

THE STUDENT'S HELMHOLTZ. Musical Acoustics, or the 
Phenomena of Sound as Connected with Music. By 
John Broadhouse. "With more than 100 Illustrations. 
Fifth Impression. Crown 8vo, cloth, 12s. 6d. net. 

" In Mb Preface the author says : ' The object of the present book is to 
give, in one volume, a good general view of the subject to those who can 
neither spare time to read, nor money to buy a number of large and ex- 
pensive works.* A perusal of the book justifies ns in asserting that this 
design is most satisfactorily oarried out ; and it is not too much to say 
that although the plan of the work excludes the possibility of minutely 
dissecting every subject treated upon, any careful reader may obtain ro 
clear an insight into the principle of acoustics, as to enable him not only 
to paBs an examination but to store up a large amount of general know- 
ledge upon the phenomena of sound."— Musical Times. 
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VIOLINIST'S MANUAL. A Treatise on Construction, 
Choice, Care, Adjustment, Study and Technique of the 
Violin. Full of Useful and Practical Advice regarding 
the Violin and Bow. By H. F. Gosling. Numerous 
Illustrations and an Index. Crown 8vo, cloth, 15s. net. 

VIOLIN TECHNICS, or How to Become a Violinist. Exact 
Instructions, Step by Step, for its Accomplishment with 
or without a Teacher. By " First Violin." 3s. net. 

PLAYING AT SIGHT FOR VIOLINISTS and Others in an 
Orchestra. Valuable Hints and Aids for its Mastery. 
By Sydney Twinn. Post 8vo, 3s. net. 

Advanced Modern Violin Technics. 

TONAL SCALES AND ARPEGGIOS FOR VIOLIN. Intro- 
ductory to the Unusual Intonation and Finger-group- 
ing of Advanced Modern Music. By Sydney Twinn. 
4to, 3s. net. 
" These soales will be useful to advanced players who find difficulties 

in the unusual intonation and technique of modern music."— Strad. 

SCALES AND ARPEGGIOS. Indispensable Studies for the 
Violm. Edited by Albert Grafe. Is. 6d. net. 

ARPEGGIOS FOR THE VIOLIN. By Basil Althaus. Folio. 
3s. net. 

VIOLINIST'S ENCYCLOPEDIC DICTIONARY. Containing 
the Explanation of about 4,000 Words, Phrases, Signs, 
References, etc., Foreign, as well as English, used in 
the Study of the Violin, and also by String Players gen- 
erally, by F. B. Emery, M.A. New and enlarged edition, 
doubled in size. 246 pp., crown 8vo. Cloth 10s. net, 
or printed on India paper and bound in red pegamoid 
rounded corners, suitable for student or travel, 12s. 6d 
net. 

70 PREPARATORY VIOLIN EXERCISES for Beginners in 
the First Position, carefully Graduated, Supplementary 
to the First Instruction Book. By Wilson Manhirb, 
L.R.A.M., A.R.C.M., etc. 2s. 6d. net. 

BOW INSTRUMENTS, their Form and Construction. Prac- 
tical and Detailed Investigation and Experiments re- 
garding Vibration, Sound Biesults, and Construction. 
By J. W. Giltay. Issued into English by the Author in 
Co-operation with E. van der Straeten. Numerous 
Diagrams. 8vo, cloth, 16s. net. 

" A valuable treatise."— The Strad. 
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OLD VIOLINS AND VIOLIN LORE, Famous Makers of Cre- 
mona and Brescia, and of England. France and Ger- 
many (with Biographical Dictionary), Famous Players, 
and Chapters on Varnish, Strings and Bows, with 13 
full-page plates. By H. E. Haweis. Thick crown 8vo, 
cloth, 21s - . net. 

YOUNG VIOLINIST'S SCALE AND ARPEGGIO MANUAL. 
By Wilson Manhiek, L.R.A.M., etc. 2s. net. 

NOTABLE VIOLIN SOLOS: How to Play Them. Three 
Series (consisting of 43 descriptive Articles in all). By 
E. van der Straeten. 2s. 6d. net each series. Also 
complete in cloth, with Portraits, 10s. net. 

VIOLIN MANUFACTURE IN ITALY and its German Origin. 
By Dr. E. Schebbk. Translated by W. E. Lawson. 
Second Edition. Square 12mo, cloth, 6s. net ; paper, 3s. 6d. 
net. 

CHATS WITH VIOLINISTS. By Wallace Ritchie. With 
four Photographic Illustrations. Crown 8vo, cloth, 
8s. 6d. net. 

Chapters : On the Importance of being Accurate ; On Various Details ; 
On the Violin and its Fittings; On Reading from Sight and Playing from 
Memory j A Few Violin Secrets ; Some valuable Technical Exercises ; Hand 
Development for Violinists, including Eighteen Excellent Finger Gym- 
nastics; Snndry Useful Hints. 

I here lay before the publio that information and advice which I have 
hitherto been content to reserve for the sole use of my own pupils. 
During a considerable experienoe, both as a student and as a teacher 
of the violin, I have naturally pieced together quite a variety of small 
hints and items of information which, though modest enough individu- 
ally, have been found on the whole to be of no inconsiderable value, not 
only with regard to my own playing, but aiso — and which is of far more 
importance — in enabling me to impart a knowledge of the art to others. 

ADVICE TO VIOLIN STUDENTS. Containing Informa- 
tion of the Utmost Value to every Violinist. By 
Wallace Ritchie. Crown 8vo, cloth, 8s. 6d. net (paper, 
Ss. net). 

Contents: Seleoting and Adjusting— Choice of a Teacher— Course of 
Study — The Sevoik Method — Practising— Style — Tone Production— Pronun- 
ciation of Terms, Names, eto. — Graded List of Studies, Pieces, etc. To- 
gether with Hints on Common Faults — Shifting — Reading Musio — Stopping 
—Harmonics — Vibrato — Tempo — Intonation,' Pitoh, etc. 

THE VALUE OF OLD VIOLINS. By E. Polonaski. Being 
a List of the Principal Violin Make a, British, Italian, 
French and German. With Approximate Valuations of 
their Instruments and Occasional Notes on their Var- 
nish. Facsimiles of Labels and Violins. Crown 8vo, 
cloth, 10s. net. ' 
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INFORMATION FOR PLAYERS, Owners, Dealers and 
Makers of Bow Instruments, also for String Manufac- 
turers. Taken from Personal Experiences, Studies and 
Observations. By William Hepworth. With Illus- 
trations of Stainer and Guarnerius Violins and Gauge 
of Millimetres and Centimetres, etc. Crown 8vo, cloth, 
8s. 6d. net. 
Contents : The Pegs— Neok— Finger-board— Bridge— Tail-piece— Saddle- 
Violin Holder — Tail-pin — Bar — Sound-post— On the Stringing of Bow In- 
struments in General Use — Strings — Rosin— Cleaning of the Instrument 
and the Bridge— Bow — Violin Case — Repairs — Preservation— Conclusion. 

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN- 
ISTS. _ Biographical and Anecdotal, with Account of 
the Violin and Early Violinists. Viotti, Spohr, Paga- 
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu- 
mann (Robert and Clara), Chopin, Thalberg, Gottschalk, 
Liszt. By G. T. Ferris. Third Edition. Crown 8vo, 
cloth, 8s. 6d. net. 

TREATISE ON THE STRUCTURE AND PRESERVATION 
OF THE VIOLIN and all other Bow Instruments. To- 
gether with an Account of the most Celebrated Makers 
and of the Genuine Characteristics of their Instruments. 
By J. A. Otto, with Additions by J. Bishop. With 
Diagrams and Plates. Fourth Edition, further En- 
larged. Crown 8vo, cloth, 12s. 6d. net. 
Contains instructions for the repair, preservation and bringing out the 

tone of instruments ; tracing model for violin, mutes and fiddle holders ; 

list of classical works for stringed instruments. This work is especially 

valuable for makers of violins. 

HOW TO PLAY THE FIDDLE. For Beginners on the 
Violin. By H. W. and G. Gresswell. Eighth Edi- 
tion. Crown 8vo, cloth, 6s. net; or in 2 vols., paper, 
3s. net. 
Joachim says : " Contains many useful hints about violin playing." 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including 
Performers on the Violoncello and Double Bass, Past 
and Present. Containing a Sketch of their Artistic 
Career, together with Notes of their Compositions. By 
A. Mason Clarke. 9 Portraits. Post 8vo, cloth, 10s. net. 

" We may here take the opportunity of recommending a useful book to 
all lovers of violins and violinists. _ Fiddlers, Anoient and Modern, is 
practically a little Biographioal Dictionary, well arranged with some ex- 
cellent portraits." — Northern Whig. 

ART OF HOLDING THE VIOLIN AND BOW AS EXEM- 
PLIFIED BY OLE BULL. His Pose and Method 
proved to be based on true Anatomical Principles. By 
A. B. Crosby, M.D., Professor of Anatomy. Portrait, 
Diagrams and Illustrations. 8vo, cloth, 5s. net 
Included in the above are some interesting recolleotions and aneodotes 

of Ole Bull. 
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THE VIOLIN AND OLD VIOLIN MAKERS. Being a His- 
torical and Biographical Account of the Violin. By 
A. Mason Clarke. With Facsimile of Labels used by 
Old Masters and illustrations of a copy of Gasparo da 

Salo. Crown 8vo, cloth, 10s. net. 

THE VIOLIN, ITS HISTORY AND CONSTRUCTION. Il- 
lustrated and Described from many Sources. Together 
with a List of Italian and Tyrolese Makers. With 28 
Illustrations and folding Examples of the First Music 
issued for the Lute, Fiddle and Voice. From the Ger- 
man of Abelb and Nibderhbitmann. By J. Broad- 
house. Fresh issue printed in larger size. Crown 8vo, 
cloth, 10s. net. 
" The learned and instructive treatise of Abele, skilfully rendered by 
J. Broadhouse and supplemented by a version of Niederheitmann's list of 
Italian and Tyrolese violin makers, a compilation invaluable to collectors 
and^ connoisseurs of rare fiddles .... a work which forms a noteworthy 
addition to the small number of English books upon this interesting- sub- 
jeot." — Scotsman. 

HOW TO MAKE A VIOLIN, Practically Treated. By J. 
Broadhouse. New and Revised Edition. With 47 Il- 
lustrations and Folding Plates and many Diagrams. 
Figures, etc. Crown 8vo, cloth, 10s. 6d. net. 
Contents : Introduction — The Parts of the Violin— On the Seleotion of 
Wood— The Tools required— The Models— The Mould— The Side-pieoes and 
Side Linings— The Back— Of the Belly— The Thickness of the Baok and 
Belly— The Bass Bar— The Purfling— The Neck— The Finger-board— The 
Nut and String Guard— Varnishing and Polishing— Varnishes and Colour- 
ing Matter — The Varnish — A Mathematical Method of Constructing the 
Outline — The Remaining- Accessories of the Violin. 

This new edition had the advantage of being revised throughout by a 
oelebrated violin maker. 

A MUSICAL ZOO. Twenty-four Illustrations displaying the 
Ornamental Application of Animal Forms to Musical 
Instruments (violins, Viol da Gambas, Guitars, 
Pochette, Serpent, etc.). Drawn from the Carved Ex- 
amples by Henry Saint-George. Cloth, 6s. net (paper, 
3s. 6d. net). 

THE HISTORY OF THE VIOLIN and other Instruments 
Played on with the Bow from the Remotest Times to the 
Present. Also an Account of the Principal Makers. 
Coloured Frontispiece and numerous Illustrations and 
Cuts. By W. Sandys, F.S.A., and S. A. Fobster. 
Thick 8vo, cloth 27s. 6d. net. 

THE VIOLIN AND BOW. A Treatise (in Three Languages, 
English, French and German), with numerous Copies 
of Photographs taken from Life, supplemented by 
various Examples and Original Studies by I. B. Poz- 
nanski. Ss. net. 
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AN IMPORTANT LESSON TO PERFORMERS ON THE 
VIOLIN. By the Celebrated TARTINI. Portrait. 
Being the Translation by Dr. Burnet, issued origin- 
ally in 1779, together with the original Italian. 8vo, 
cloth, 6s. net (paper, 3s. net). 

VIOLONCELLO EXERCISES, SCALES AND ARPEGGIOS. 

By E. Gullet. Complete in one vol., 4s. net; or Part 
I, Exercises, Is. 6d. net, Part II, Scales, Is. 6d. net, 
and Part III, Arpeggios, Is. 6d. net. 

ART OF VIOLONCELLO PLAYING. Tutor in Three 
Books. By E. van der Straeten. Text in English 
and French. 4to. Book I, 3s. 6d. net ; Book II, 4s. net. 

WELL-KNOWN VIOLONCELLO SOLOS. How to Play 

Them. Thrqe Series. By E. van der Straeten. 2s. 6d. 
net, each series. Also complete in cloth, with Portraits, 
10s. net. 

BOW TO REPAIR VIOLINS and other Musical Instruments. 
By Alfred F. Common. With Diagrams. Crown 8vo, 
cloth, 7s. 6d. net. 

ROYSTON'S PROGRESSIVE VIOLIN TUTOR (with Illustra- 
tions giving Correct Position for Hand, Wrist and 
Fingers). Folio, 3s. net. 
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SUCCESS IN AMATEUR OPERA. Instructions on 
Auditions, Equipment of the Society and the Conduc- 
tor, Allocation of Roles, Rehearsals, Training of 
Soloists, Diction, Conducting, etc. By Hubert Brown. 
Including a Section on Stage Management, by H. 6. 
Tot. Preface by Derek Oldham. Crown 8vo, cloth, 
7s. 6d. net; 

SPEECH DISTINCT AND PLEASING, or Why not Learn 
to Speak Correctly? A clear description of the mental 
and physical qualities on which the art of good speak- 
ing is founded and grounded. By Frank Philip. 162 
pages, Crown 8vo, cloth, 7s. net; paper covers, 4s. net. 

VOICE PRODUCTION FOR ELOCUTION AND SINGING. 

By Rev. E. H. Melling. Music Examples. 31 pages, 
f'cap 8vo, cloth, 4s. 6d. net; paper covers, 2s. 6d. net. 

THE VOCAL WORKS OF JOHANNES BRAHMS. Histori- 
cal, Descriptive and Analytical Account of each Work. 
Original English Translations supplied to many num- 
bers. By Edwin Evans, Senior. Thick 8vo, cloth, 
30s. net. 
The above volume is a complete technical account of the vocal works. 

It forms a part of the Historical, Descriptive and Analytical Aooonnt of 

the Entire Works of Brahms advertised on page 2. 

VOCAL TRAINING AND PREPARATION FOR SONG IN- 
TERPRETATION. With a Section showing how to 
Determine Accurately by Pitch and Curve Graphs the 
special Suitability of Songs selected for particular 
Vocal Requirements. Music Illustrations and Descrip- 
tive Diagrams. By Frank Philip. 8vo, cloth, 15s. net. 

THE AMATEUR VOCALIST. A Guide to Singing. With 
Useful Hints on Voice Production, Song Preparation, 
etc. By Walter L. Twinning, F.R.C.O. Post 8vo, 
limp cloth, 2s. 6d. net. 

HOW TO TEACH CLASS SINGING, and a Course of Outline 
Lessons which illustrate the psychological principles 
upon which successful tuition is based. By Granville 
Humphreys, Professor of the Art of Teaching, Voice 
Production, etc., at the T.S.-'F.C. ; late Lecturer in Class 
Singing at the Training School for Music Teachers. 
Numerous Music Illustrations. Cloth, 10s. net. 
Teaohers will find this verv striking book of great value. The pub- 
lishers have no hesitation in strongly recommending it. 

THE VOICE AND SINGING. Practically Explained, Con- 
densed but Comprehensive Treatise, designed nrinci- 
pally for Students and Amateurs, by an Experienced 
Singer and Teacher (C. W. Palmer). Cloth, 5s. net; 
paper; 2s. 6d. net. 
" I have studied the subject as an enthusiast both theoretically and 

praoticallv, both as student and teacher, for over thirty years." — Extract 

/rum the Pre/ace. 
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VOCAL SUCCESS, or Thinking and Feeling in Speech and 

Song, including a Chapter on Ideal Breathing for 

Health. By the Rev. Chas. Gib. Crown 8vo, cloth, 

7s. 6d. net; or paper covers, 4s. 6d. net. 

The known faots of science in connection with both the structure and 

functions of the vocal organs are stated ; and have been supplemented bj 

impressions formed in the course of long ezperienoe and experiment in 

the training of voices. 

VOCAL SCIENCE AND ART. Hints on Production of 
Musical Tone. By Rev. Chas. Gib. The Boy's Voice, 
Muscular Relaxation, Art of Deep Breathing, Elocution 
for Ordination Candidates. With Numerous Illus- 
trations, and Introduction, Notes and Diagrams, by 
J. F. Halls Dally, M.A., M.D., etc. Dedicated to the 
Bishop of London. Crown 8vo, cloth, 7s. 6d. net. 

RUDIMENTS OF VOCAL MUSIC. With 42 Preparatory 
Exercises, Rounds and Songs in the Treble Clef. By 
T. Mbb Pattison. Second Edition. Crown 8vo, paper, 
4d. net. 

PHYSICAL DEVELOPMENT IN RELATION TO PERFECT 
VOICE PRODUCTION. By H. Travees Adams, B.A. 
8vo, paper, 3s. net. 
Intended for students. Treats of Vibration, Breaks and Registers, The 

Speaking Voice, Attack, Fractioal Application, Breathing, Exercise in 

Inspiration, Expiration, and so on. 

SIMPLICITY AND NATURALNESS IN VOICE PRODUC- 
TION. A Plea and an Argument. By Edwin Ware- 
ham. Crown 8vo, cloth, 3s. 6d. net. 

OBSERVATIONS ON THE FLORID SONG. Or Sentiments 
on the Ancient and Modern Singers. By P. F. Tosi. 
Translated by Mr. Galliard. With folding Musical Ex- 
amples. 184 pages. A Reprint of this Celebrated Book, 
first published in 1743. Crown 8vo, boards, with vel- 
lum-like back. 21s. net. 
Recommended to all students of the Italian method of singing by the 
late Charles Lunn. 

" The aged teacher embodies his own experience and that of his con- 
temporaries at a time when the art was probably more thoroughly 
taught than it has ever been since." — Grove's Dictionary. 

ELEMENTARY LESSONS ON SIGHT SINGING. Combining 
the Staff and Tonic Sol-fa Notations. With Music Ex- 
amples throughout. By J. W. Rossington, L.R.A.M. 
Cloth, 3s. 6d. net (paper, 2s. net). 
For many singers there is only one method of becoming good sight- 
readers, vie., combining the tonio sol-fa with the staff notation. 

THE ART OF VOCAL EXPRESSION. A Popular Handbook 
for Speakers, Singers, Teachers and Elocutionists. By 
the Rev. Chas. Gib. Crown 8vo, cloth, 5s. net; paper, 
2s. 6d. net. 
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THE THROAT IN ITS RELATION TO SINGING. A Series 
of Popular Papers. By Whitfield Ward, A.M., M.D. 
Illustrations. Second Edition. Crown 8vo, cloth, 
5s. net; 

Contents : Anatomical Structure of the Throat ; What we See with the 
Laryngoscope ; How we Sing ; How we Breathe ; How to take Care of the 
Voioe ; Hints to Voice Builders ; How the Voice is Destroyed ; Common 
Throat Affections of Singers, togeher with their Treatment, etc. 

HOW TO ATTAIN THE SINGING VOICE, or Singing Shorn 
of its Mysteries. A Popular Handbook for those desir- 
ous of winning Success as Singers. By A. Richards 
Broad. Crown 8vo, cloth, 7s. 6d. net. 

This is the book which fitted Eva Turner to aohieve for her wonderful 
nacoesses in the operatic world (in Italy, Germany, Portugal, etc, as well 
as in her own oountry. It should help you to achieve great things too. 

" An immensely interesting book that has every right to be classed 
among those that are genuinely useful, and it should be prised by all 
vocalists from the highest to the lowest." — The Musical Observer. 

TWENTY LESSONS ON THE DEVELOPMENT OF THE 
VOICE. For Singers, Speakers and Teachers. By G. E. 
Thorp. Fourth Edition. Crown 8vo, limp cloth, 
2s. 6d. net. 

Mr. Thorp's two books have from time to time been recommended by 
various eminent vocal speoialists as giving praotical aid and advice for 
the training, care and development of the voioe. They are free from any 
biased " system " or " discovery." 

TREATISE ON THE TRAINING OF BOYS' VOICES. With 
Examples and Exercises and Chapters on Choir-Organ- 
ization. Compiled for the Use of Choirmasters. By 
George T. Fleming. Second Edition. Crown 8vo, 
cloth, Ss. net; paper, 2s. 6d. net. 

GRADUATED COURSE OF EXERCISES FOR BOY CHOR- 
ISTERS. With Piano Accompaniment. For Use in 
Conjunction with Above. By G. T. Fleming. 4to 
album, paper, 2s. net. 



Ditto, Boy's Voice Part only. Is. net. 



SIX SPIRITUAL SONGS FOR UNACCOMPANIED CHORUS, 

with Piano Accomp. (for Practice). By Rutland 
Boughton. In one vol. Roy. 8vo, 2s. 6d. net. 
The songs are also issued separately. 

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS. By 

Dr. Westbrook. Post 8vo, paper, 2d. net. 

THE CENTRAL POINT IN BEAUTIFUL VOICE PRODUC- 
TION. By H. Travers Adams, M.A. Cloth, 2s. 6d. net 



THE MUSIC STORY SERIES. 

•"The Music Story" Series books are indispensable, authori- 
tative, interesting and educational. Specially designed 
cloth, crown 8vo, well got up, at prices named below. 

CHAMBER MUSIC AND ITS MASTERS IN THE PAST AND 
IN THE PRESENT. By Dr. N. Kilbuen. New Edi- 
tion, revised, and with additional chapters by G. E. H. 
Abraham. With Plates and Music Illustrations. Crown 
8vo, cloth, 15s. net. 
" Mr. Abraham has brought the work up to date and written several 
new chapters and the book now gives us a discussion on the most im- 
portant writers and projectors of ohamber music" — Musical Opinion. 

ORGAN. By O. F. Abdy-Williams, M.A., Mus.Bac. Told 
in Nine Chapters. Thirty-eight Illustrations and Front- 
ispiece. Illustrations of two Instruments found at 
Pompeii: F, W. Galpin's Hydraulus; Organ Builders; 
Stops ; Technical Terms ; Bibliography and Chronologi- 
cal List of Organ Specifications, 21s. net. 

ENGLISH MUSIC (1604-1904). Seventeen Lectures deliv- 
ered at the Music Loan Exhibition of the Worshipful 
Company of Musicians. By T. L. Southgate, W. H. 
Cummings, H. Watson, E. Makkham Lee, J. Finn, Sir 
F. Bridge, A. S. Rose, A. H. D. Prendergast, F. J. 
Sawyer, G. F. Huntly, D. J. Blaikley, Rev. F. W. Gal- 
pin, W. W. Cobbett, J. E. Borland, A. H. Littleton 
and Sir E. Clarke. Frontispiece and 115 Illustrations 
(Portraits, Instruments, Title Pages, etc.). Musical Ex- 
amples. 16s. net. 

MINSTRELSY. By Edmondstotjne Duncan. The whole 
body of Secular Music that has stood the test of time 
and which can be called national. Early Gleemen, the 
Minstrels (church and social), Troubadours, the Tudor 
period, the great Elizabethanists, etc. Pp. xvi, 337, 
16s. net. 

MUSICAL FORM. By C. Lucas. The General Principles 
of the Art of Composition and how they have been ar- 
rived at; explaining the development of the scale, of 
tonic and dominant, cadences, phrases and motives, 
counterpoint, canon and fugue, narmony, style, song 
form, variations, sonata form. Pp. xvi, 226, 16s. net. 

BAGPIPE. By W. H. Grattan Flood. Its History, Origin 
of Reed Pipes, the Pipes of ancient Celtic Ireland and 
Wales, the Scottish scene and Scottish melodies, changes 
from 16th to 19th centuries. 26 illustrations, glossary, 
bibliography, list of players, index. Pp. xx, 237, 21s. net. 
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MISCELLANEOUS. 

JOHN GAY'S "BEGGAR'S OPERA." Piano Selection ar- 
ranged by H. R. Hood from the original Music by Dr. 
Pepusch. Performed at Drury Lane and Covent Gar- 
den. Folio, Is. net. 

Ditto, arranged for Violin and Piano. By H. R. Hood. 
2s. net. 



BLEST BE THAT AGE. Vocal Trio for Tenor, Baritone and 
Bass. Words from Masonic Ritual. Music with Piano 
Accompaniment. By H. Bond. Folio, 2s. net. 

MASONIC MUSICAL SERVICE BOOK FOR THE THREE 
DEGREES OF CRAFT MASONRY. The Whole 
Compiled and Edited by T. J. Linekab, (of St. Trillo, 
2569). Royal 8vo, blue cloth, 7s. 6d. net (or paper covers, 
5s. net). 

The Freemason says : " It contains all that Is necessary for the degrees 
in the way of Psalms, Hymns, Eyries, etc." 

TRIO FOR PP., VN. AND 'CELLO.— Beethoven's Celebrated 
Minuet in G, No. 2, Score and Parts. Folio, 2s. net. 
Also arranged for Vn. and Pf., 2s. net, and Pf. Solo, 
Is. 6d. net. 



EASY TRIOS. Arranged from Classical Composers. By S. 0. 
Goldsmith, for Piano, Violin and Violoncello. Score 
and Parts. Two books, each 3s. net. 

Book 1 : 1. Minuet (Beethoven) ; 2. Moment Musical (Schubert) ; 3. 
Largo iTnrtini) ; 4. Chiarina (Sohumann) ; S. Minuet (Pugnani). Book II : 
€. Bourree (Martini) ; 7. Chanson Triste (Tchaikovsky) ; 8. Schersino 
(Schumann) ; 9. Song without Words, No. 3 (Mendelssohn). 

THE CREATION. By Haydn. Performing Edition. Edited 
by G. A. Macfakren. Paper, 3s. net, boards, 4s. net. 
The edition as conducted by Sir Henry Wood in 1926, etc 

TWO SETS OF UNACCOMPANIED CHORAL VARIATIONS 
UPON ENGLISH FOLK SONGS, by Rutland Boughton 
(with Piano Acomp. for practice only). Is. 8d. 

(a) The Barkshire Tragedy. 

(b) King Arthur had Three Sons. 

A Second Series by Rutland Bouohton. Is. 8d. 

(a) William and Margaret. 

(b) Widdecombe Fair. 

King Arthur, separately from the First Set, 9d. 



46 MISCELLANEOUS. 

MODEST IDYLLS FOR MUSICAL SETTING. By Ernest 
Alfieri. Crown 8vo, sewed, 2s. 6d. net. 

SONGS FROM THE RAVEL. (Words for Musical Setting.) 
A Book of Prose-Lyrics from Life and Nature. By 
Ernest Austin. Op. 30. Crown 8vo, sewed, 2s. 6d. 
net. 

PARTHENIA. 21 Compositions by Three Famous Sixteenth 
and Seventeenth Century Masters, William Byrd, Dr. 
John Bull and Orlando Gibbons, being Parthenia, or 
the First Musick ever printed for the VirgiDals. Ar- 
ranged for the Piano and freed from the errors of Dr. 
Bimbault's edition by accurate comparison with the- 
original text by Margaret H. Glyn (author of "Eliza- 
bethan Virginal Musio and Composers "). Folio, 
12s. 6d. net. 

This edition has been entirely re-engraved. The work contains eight 
compositions by Byrd, seven by Bull, and six by Gibbons. 

50 MUSICAL HINTS TO CLERGYMEN. Management of 
Breathy Classification of Male Voices, Management of 
the Voice, The Service. With Twenty specially written 
Exercises. By Geo. F. Grovbr. Cr. 8vo, paper, Is. net. 

HOW TO MANAGE A CHORAL SOCIETY. By N. Kilbtjrn, 
Mus.Bac. Third Edition Revised. Crown 8vo, paper, Is. 

A CHAT WITH CHORAL SINGERS. By H. W. Sparrow, 
A.R.C.O. 8vo, paper cover, Is. net. 

Contents : Reading Musio — Tone Production— Breathing — Phrasing — Ex- 
pression — Enunciation — Blend of Voices — Tone, Attaok, Release — Care of 
the Voioe — Suggestions. 

HOW TO SING AN ENGLISH BALLAD. By E. Philp. 

Seventh Edition. Crown 8vo, paper, Is. net. 

" It would bo diffloult to find a oasket of brighter gems than those 
whioh lie within the cover of this little work." — Illustrated London News. 

NATIONAL NURSERY RHYMES. Arranged as a School 
Chorus for Boys and Girls. By N. B. Woodd Smith. 
With Pianoforte Accompaniment. 8vo, Is. 6d. net. 



TUTORS AND EXERCISE BOOKS. 

PIANO, ORGAN, HARMONIUM, VIOLIN, 
VIOLONCELLO, MANDOLINE AND GUITAR. 

THE POPULAR PIANO TUTOR, folio, 2s. 6d. net. (For de- 
scription see Pianoforte Section of Catalogue.) 

DEPPE FINGER EXERCISES. By Amy Fay. (See Piano- 
forte Section of this Catalogue.) 

REEVES' VAMPING TUTOR. By Francis Taylor. (See 
Pianoforte Section o.f this Catalogue.) 

CZERNY'S 101 EXERCISES for the Pianoforte. Complete, 
4s. net; or in 2 books, 2s. net each. 

GRADUATED SCALE AND ARPEGGIO MANUAL. By 

Henry Saint-George. (See Pianoforte Section of this 
Catalogue.) 

ROYSTON'S PROGRESSIVE VIOLIN TUTOR (with Illus- 
trations giving Correct Position for Hand, Wrist and 
Fingers.) Folio, 3s. net. 

VIOLONCELLO EXERCISES, SCALES AND ARPEGGIOS. 

By E. Gillet. Complete in one vol., 4s. net ; or Part 
I, Exercises, Is. 6d. net, Part II, Scales, Is. 6d. net, 
and Part HI, Arpeggios, Is. 6d. net . 

ART OF VIOLONCELLO PLAYING, TUTOR. By E. van 

der Straeten. Text in French and English. Part I, 
3s. 6d. net. Part n, 4s. net. 

YOUNG VIOLINIST'S SCALE AND ARPEGGIO MANUAL, 

with Directions. By Wilson Manhire. Text and 
Music. Folio, 2s. met. 

70 PREPARATORY VIOLIN EXERCISES for Beginners in 
the First Position. Carefully Graduated. Supplemen- 
tary to the First Instruction Book. By Wilson Man- 
hire. 2s. 6d. net. 

SCALES AND ARPEGGIOS. Indispensable Studies for the 
Violin. Edited by Albert Graff. Is. 6d. net. 

ARPEGGIOS FOR THE VIOLIN. By Basil Althaus. Folio, 
3s. net. 
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Advanced Modern Violin Technics. 

TONAL SCALES AND ARPEGGIOS FOR VIOLIN. Intro- 
ductory to the Unusual Intonation and Finger-group- 
ing of Advanced Modern Music. By Sydney Twinn. 
4to, 3s. net. 

GUITAR TUTOR. By H. Journet. A Simple and Easy 
Method to Attain Proficiency Rapidly without a Master. 
Folio, 3s. net. 

Also GUITAR SCALE. By H. Journet. Two-page music 
size, Is. net. 

THE VIOLIN AND BOW. A Treatise (in English, French 
and German), with numerous Photographic Illustra- 
tions, supplemented by various Examples and Original 
Studies, by I. B. Poznanski. 5s. net. 



REEVES' CATALOGUE OF MUSIC AND MUSICAL LITER- 
ATURE. Ancient and Modern, Second-hand and New ; 
containing the Contents of Libraries recently pur- 
chased, often with a large quantity of Curious, Scarce 
and Useful Music, such as Full Scores, Organ Music, 
Duets, Trios, Quartets, Quintets, etc. ; Tutors, Histori- 
cal, Theoretical and Biographical Works in various 
languages ; including rare and out-of-print works. This 
Catalogue sent post free on request. 
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